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ABSTRACT OF DMA PROJECT

SONGS FOR HIGH VOICE:
AN ANNOTATED GUIDE TO AFRICAN ROMANCES, OP. 17
BY SAMUEL COLERIDGE-TAYLOR
African Romances, Op. 17, composed in 1897 by African-British composer
Samuel Coleridge-Taylor (1875-1912), is a collection of seven songs for high voice that
is uniquely both African and American. The lyrics of this song cycle were first published
in the book Majors and Minors, a collection of poems published in 1895 by Paul
Laurence Dunbar (1872-1906).
Broadly speaking, academic discourse in Black vocal music has been
underrepresented due to the absence of centralized information, such as published scores,
recorded materials, catalogs, and guides for study and performance. While the art song
repertoire of Black composers has become more researched in depth over the years, the
narrative of Samuel Coleridge-Taylor as an art song composer still remains in obscurity.
Coleridge-Taylor’s vocal canon is relatively unknown compared to his famous
instrumental works and the art songs of other composers of the late-Romantic period.
Despite several compositions appearing in anthologies by Black song composers,
the vocal works of Coleridge-Taylor are not widely recorded or performed, thus resulting
in the absence of critical performance study. Specifically, the seven songs of African
Romances – “An African Love Song,” “A Prayer,” “A Starry Night,” “Dawn,” “Ballad,”
“Over the Hills,” and “How Shall I Woo Thee?” – have not been the subject of prior
significant analysis. Additionally, African Romances represent the earliest known song
cycle by a Black composer and Black poet.
This treatise aims to address the underserved Black Art Song from a historical
point of view, examine the musical and poetic narratives and aesthetics of Samuel
Coleridge-Taylor and Paul Laurence Dunbar, and provide a guide to African Romances,
Op. 17 for performers, teachers and scholars of classical vocal repertoire.
KEYWORDS: Black Art Song, Voice, Repertoire, Rubric, Samuel Coleridge-Taylor,
Paul Laurence Dunbar
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PART ONE
CHAPTER 1
INTRODUCTION
1.1. Introduction
African Romances, Op. 17, composed in 1897 by African-British composer
Samuel Coleridge-Taylor (1875-1912), is a collection of seven songs for high voice that
is uniquely both African and American. The lyrics of this song cycle were first published
in the book Majors and Minors, a collection of poems published in 1895 by Paul
Laurence Dunbar (1872-1906). The incomparability of Paul Laurence Dunbar as a
seminal figure in American literature and Black history is well-chronicled in academic
and artistic spaces. Contrarily, Samuel Coleridge-Taylor’s vocal canon of nearly 130 art
songs is relatively unknown in comparison to his more popular instrumental works and to
the art songs composed by his contemporaries of the late-Romantic period. Although
performances of his songs continued for some time after his sudden death in 1912, his art
songs gradually disappeared from the world’s concert stages throughout the latter part of
the twentieth century. Today, he is hardly recognized and seldom referred to in music
history textbooks, and his works that are programmed on concerts are often presented
within a limited scope.
Harry T. Burleigh is widely acknowledged as the “Father of the African American
art song.” His first songs, Three Songs for Baritone or Mezzo-soprano, were published by
Schirmer in 1898.1 While acknowledging Burleigh’s pioneering accomplishments to the

1

Hansonia L. Caldwell, "1866-1900: The Music of Emancipation," in African American Music: A
Chronology: 1619-1995 (Los Angeles, CA: Ikoro Communications, 1996).
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genre, this treatise proposes that African Romances represent the earliest known musical
setting of poems by a Black composer, published in 1897, thus making it the first Black
Art Song cycle. There is also no doubt that Samuel Coleridge-Taylor was a major
influence on African American artists. To express the latitude of his influence, Raoul
Abdul writes that “more than any other composer, Samuel Coleridge-Taylor was the
greatest source of inspiration to Black musicians in the United States.”2 Likewise,
Dunbar’s literary body is regarded as an impressive, influential, and accurate
representation of Black life in America at the turn-of-the-twentieth century.
1.2. Rationale for Research
A review of Black vocal music literature reveals that academic discourse in this
genre in classical music has been underrepresented. This absence of scholarly analysis
can be attributed to the exclusion from the historical canon and the dearth of information,
such as published scores, recorded materials, critical editions, catalogs, and guides for
study and performance. While performances and scholarship in the art song repertoire of
Black composers is expanding, the narrative of Samuel Coleridge-Taylor as a composer
of vocal music still remains widely unrecognized. Only a handful of compositions by
Coleridge-Taylor appear in Black song composer anthologies, thus, maintaining the
supposition that the vocal works of Coleridge-Taylor are not commonly recorded or
performed. This lack of representation limits access to his songs and presents a barrier to
critical performance study. The seven songs of African Romances, Op. 17 – “An African
Love Song,” “A Prayer,” “A Starry Night,” “Dawn,” “Ballad,” “Over the Hills,” and
“How Shall I Woo Thee?” – have not been the subject of prior significant analysis.

2

Raoul Abdul, Blacks in Classical Music: A Personal History (New York: Dodd, Mead & Company,
1977), 26.
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At the time of this document’s completion, there are no published recordings of African
Romances.
There are two specific challenges performers and scholars of vocal music will
encounter when researching the song cycle African Romances: 1) the absence of a guide
to the music and literature for the singer and pianist, and 2) a limited view into the
historical setting of the late-nineteenth to early-twentieth centuries that groomed the
artistry of Samuel Coleridge-Taylor and Paul Laurence Dunbar. The purpose of this work
is to address these challenges in a thorough and useful presentation for performers of
vocal music.
1.3. Literature Review
The objective of this selected literature review is to highlight the authoritative
sources that omit or lack significant details about Samuel Coleridge-Taylor and other
Black composers, and also give merited attention to sources with inclusive research.
Concert and operatic music written by Black composers is being performed and
researched more than ever before in America today. Significant academic and artistic
discourse in Black vocal music is promising and can have further influence with the
increased inclusion of published scores, recordings, thematic catalogs, and guides for
study and performance. There has been a noticeable increase in masters’ theses and
doctoral dissertations on the subject of Black composers of vocal music; however, the
narrative and championship of Samuel Coleridge-Taylor, as a composer of nearly 130 art
songs, still remains underrepresented.

3

In A Singer’s Guide to the American Art Song: 1870-1980 (2004), Victoria
Villamil compiled a valuable reference for singers who are curious about American
recital repertoire. Alongside Villamil’s text is one of the most common art song
references, Song: A Guide to Art Song Style and Literature (2005) by Carol Kimball,
which has bridged an important gap in the study and performance of the global art
song. Unfortunately, many history books, anthologies, and authoritative sources
dedicated to art song, including the aforementioned texts, either completely omit listings
of Black composers or might only list two to three individuals with insufficient historical
and interpretive context. Harry T. Burleigh is the only Black composer listed in
Kimball’s 2005 edition. Villamil’s text includes entries for H. T. Burleigh, Hale Smith,
Howard Swanson, and George Walker, who represented approximately 3.5% of
published African American composers up to 1980.3 While Coleridge-Taylor is African
British and not African American, his talent and influence inspired countless composers
in the United States in the late-nineteenth century, which led to blossoming interest of
Black participation in classical composition and performance.
The Singer’s Repertoire (1960) by Berton Coffin is an impressive catalog of
vocal repertoire titles from around the world for the primary classical vocal fachs.
One category lists recital repertoire for each voice type by nationality, including
that of British art songs by major and minor composers. Given that African Romances
was published in 1897 and other art songs in the immediate years to follow, it is
disconcerting that only 6 entries of Samuel Coleridge-Taylor’s art songs appear in The

3

Makeda D. Hampton, “Singers Repertoire of Black Composers: An Annotated Catalog of Published
Works for Soprano”, 2019, Manuscript in preparation.
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Singers’ Repertoire, considering his great fame in London.4 The songs that are listed
under this section are shared among the 9 represented vocal fachs. Another source that
missed the opportunity for in-depth scholarship and inclusion is Grove Music Online, the
“global authoritative database for music research in history, theory and cultures of
music.”5 The Grove entry for Samuel Coleridge-Taylor contains only 451 words and
provides a list 12 vocal/choral works, of which 5 are for solo voice and none are from
African Romances.6
One text that briefly mentions more than just the title of African Romances, Op 17
is Samuel Coleridge-Taylor: The Development of His Compositional Style by Jewel
Taylor Thompson. The main objective of Taylor’s discourse is to use harmonic analysis
to arrive at a conclusion about Coleridge-Taylor’s compositional style, primarily
highlighting his instrumental works. She does, however, make reference to how his
writing style shifted to include African ideologies beginning with his vocal works near
the end of the nineteenth century and includes mention of African Romances.7
It is possible to purchase some of Coleridge-Taylor’s vocal repertoire on Classical
Vocal Reprints, a well-respected sheet music publishing company started by Glendower
Jones in 1987. The highly anticipated anthology Vocal Music of the African Diaspora
edited by Dr. Louise Toppin, is set to be published in 2021, according to the Classical
Vocal Reprints webpage.8 Mr. Jones is a supporter of the music Black composers and
4

Berton Coffin, Singer’s Repertoire, 2nd ed., 4 vols. (New York: The Scarecrow Press, 1960).
"Grove Music Online," Oxford University Press, 2021, https://www-oxfordmusiconlinecom.ezproxy.uky.edu/grovemusic/.
6 Stephen Banfield and Jeremy Dibble, "Coleridge-Taylor, Samuel," (Oxford University Press, 2001 2001).
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo9781561592630-e-0000006083.
7 Jewel Taylor Thompson, Samuel Coleridge-Taylor: The Development of His Compositional Style
(Rowman & Littlefield Publishers, Inc, 1994).
8 "Classical Vocal Reprints," 2003-2021, https://www.classicalvocalrep.com.
5
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because of his advocacy for inclusion, a significant collection of compositions is
available for purchase through his website.
The call to make the music of Black composers accessible to students and
performers was answered in part by the Anthology of Art Songs by Black Composers by
Willis Patterson, however more references like this are needed. A thematic catalog and
complete edition of vocal works by Black composers should be published to reflect this
vast repertoire. The main point of contention with the literature mentioned is that there
is no anthology of collected works or thematic catalog for Coleridge-Taylor’s impressive
and influential body of vocal works. However, W.C. Berwick Sayers has written a
detailed biographical account of Coleridge-Taylor’s life, music, and death. This text,
Samuel Coleridge-Taylor, Musician: His Life and Letters, is highly recommended as an
introduction to Coleridge-Taylor’s vocal and instrumental contributions to the classical
music world. Historians Paul Richards and Jeffrey Green have also published articles in
the Black Music Research Journal, which provide details of special events that occurred
in Coleridge-Taylor’s personal and professional life.
Resources on Paul Laurence Dunbar’s life and literary output are abundant
including, but not limited to, catalogs, online databases, books, dissertations, and
recorded media. Some sources that are available to widespread audiences include The
Cambridge Companion to American Poets, Wright State University’s Special Collections
biography, and Lyrics of Sunshine and Shadow: The Tragic Courtship and Marriage of
Paul Laurence Dunbar and Alice Ruth Moore by Eleanor Alexander. Dunbar’s poetry is
also used extensively as textual material for musical settings. The Dunbar Music
Archive, established in 2014 by Dr. Minnita Daniel-Cox at the University of Dayton, is a

6

resource meant to increase awareness and utilization of musical settings of texts by Paul
Laurence Dunbar.9
1.4. Methodology
In this regard, the objective of the full treatise is to address the Black Art Song
from a historical point of view, examine the musical and poetic narratives and aesthetics
of Samuel Coleridge-Taylor and Paul Laurence Dunbar, and provide an annotated guide
to African Romances, Op. 17 for performers, teachers and scholars of classical vocal
repertoire.
Chapter 2 presents a historical overview of the Black art song and examines the
intersections of artistic life in England and America at the beginning of the twentieth
century. Attention is given to defining the European tradition of art song and its influence
on the development of African American art song, the immediate byproduct of the Black
Art Song. Chapter 2 will also briefly discuss how lyrics from Slave Songs gave birth to
African American poetry.
Chapter 3 explores the biographies of Paul Laurence Dunbar and Samuel
Coleridge-Taylor, how Dunbar’s African American poetic aesthetic is derived from slave
songs and captured through the lens of Coleridge-Taylor’s African-British musical
perspective, and how their understanding of ancestral roots informed their musical and
poetic choices. This chapter details personal and collegial relationships of both Dunbar
and Coleridge-Taylor and the pivotal influences they made on the evolution of the Black
Art Song and Black artist communities at the turn of the twentieth century.

9

"Dunbar Music Archive," University of Dayton, 2014, accessed April 19, 2019,
https://ecommons.udayton.edu/dunbar/.
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Chapter 4 provides an annotated guide to the literature and music of African
Romances, Op. 17. This chapter models the format of some authoritative texts utilized in
vocal studies. The focus of chapter four is to provide materials for the study of African
Romances, highlighting the synthesis of poetry and music. Carol Kimball’s Song is
divided into two main sections. The first is learning about the composition style of
composers and the second presents descriptive annotations for the representative songs.
In this guide, only the format from the second section is used, as chapter three already
provides an extensive biography of both the composer and poet. At the beginning of this
section, the poetic texts found within the song’s composition are provided, followed by
an annotation. While some annotations are longer than others due to the length of the
given poem, the intention is that each entry will encourage further interest and
exploration of the poet and composer.
The complete cycle of African Romances has not yet become a part of
standardized vocal literature; nevertheless, they are appropriate for a variety of high
voices at specific levels of technical experience. This section of the handbook will not
address specific high-voiced fachs nor provide in-depth pedagogical recommendations,
but it will highlight areas of benefit for the developing voice through an evaluation
summary and repertoire rating rubric.
The evaluation of each song displays a rubric for categorizing and rating
repertoire using the following elements as criteria: melodic line, accompaniment,
diction/articulation, range/tessitura, and text setting scored on a scale from 1–5 (beginner
to advanced). Immediately following the rubric are additional considerations which
comment further on musical elements like harmony, rhythm, form, and poetry. It is

8

important to note that any commentary regarding harmonic analysis is solely for
recognizing patterns of text painting, cultural significance, or the overall stylistic
relevance for a performance. Finally, original International Phonetic Alphabet (IPA)
transcriptions are provided for each song in the event that both English and non-English
speakers wish to study and perform the cycle.

9

CHAPTER 2
THE DEVELOPMENT OF THE EUROPEAN AND BLACK ART SONG

2.1. The European Art Song
The European art song, as a significant musical form, received its greatest impetus
from the rise of German romantic poetry in the nineteenth century. The synthesis of the
voice, poetry and piano was not a new innovation by any means; however, in the sphere
of classical music, additional factors influenced the emergence of this genre, which came
to be known as the art song. Traditionally, an art song is scored for voice and piano and
set to the lyrics of poetry. Almost every European country had its own song-writing
tradition by the start of the nineteenth century. The songs of Austria and Germany
outweighed all others in terms of classical music influence, but the foundational
principles of art song can be found around the world.
Beginning many generations before Franz Schubert (1797-1828), the German art
song, Lieder, first appeared as domestic songs and ballads for solo voice and then moved
beyond the home to the concert halls. Around the end of the eighteenth century, primary
sponsorship for composers began to shift from aristocratic classes to upper middle
classes, who displayed their acquisition of culture in their piano parlors, creating an
almost voracious market for songs. In the eighteenth century, relatively little attention
was paid to solo songs outside of other vocal genres such as arias from opera, cantata and
oratorio. In the repertory of the eighteenth century, the singer was the primary interpreter
of the text, and piano accompaniment began to appear regularly nearing the end of this
period. Classical art song reached a climax in expression and appreciation during the

10

early nineteenth century. At this time, songs that combined bourgeois entertainment with
the appearance of high art were in particular demand.10
The nineteenth-century Lied is distinguished from the earlier forms of solo song
in that the poetic text serves as the chief compositional element; however, the art form
must still rely on the bond between both poetry and music. Depending on the period or
composer in question, one or the other may dominate; yet it is generally assumed that the
ideal relationship is one where music and words are weighted equally. Ironically, many
composers have tended to honor this balance.11
The development of art song subject matter was a result of German national
consciousness found in many forms of intellectual activity, including mathematics,
science, philosophy, painting, literature and music. This new German movement was
expressed through literature and music with themes of nature, self-reflection, and
nationalism.
2.2. The European Art Song Cycle
The song cycle has been one of the most important musical forms across the span
of classical vocal music. Defining the art song cycle in the context of Western classical
music provides an opportunity to contemplate particular themes, narratives, and the
output of various poets and composers. The classical art song cycle also began in Europe,
mirroring cyclic patterns of daily life, and has been one of the most important musical
forms across the span of vocal music. Cycles and circles predate history and the traditions
that utilize them are prevalent in everyday life—seasons, holidays, wedding rings, circles

10

The Cambridge Companion to the Lied, ed. James Parsons (Cambridge: Cambridge University Press,
2004).
11 The Cambridge Companion to the Lied.
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of prayer, and ecological and biological circles of life. Even within the context of world
music history, there is clear evidence of cyclical forms, from Masses to Symphonies to
modern record albums.12 The demand for art songs grew in Germany and Austria, as well
as the need for composers to distinguish their songs from their contemporaries,
prompting titles that were somewhat unusual. Terms now associated with song cycles
arose randomly out of vague associations, intentions, and meanings—quirky titles such as
Liederkreis (Lied-circle), Blumenkranz (Flower-wreath), and a good number of cycles
held no characterizing title at all. Song cycles, like Schubert’s Die Schöne Müllerin and
Winterreise, opened new stylistic trends in music. In fact, these cycles launched the
Romantic period in music. However, the first work traditionally labeled as a classical
song cycle was Ludwig van Beethoven’s An die ferne Geliebte, composed in 1814 to a
set of six poems written by Aloys Jeitteles. In this cycle, Beethoven used six distinct
sections, text painting, and related tonalities to connect the poems. As the first major song
cycle, An die ferne Geliebte set the standard for what would become the traditional
stylistic traits of the song cycle.13
2.3. Song Cycle Characteristics
Eventually, the nineteenth century song cycle was structured to be heavily
associated with themes of nature – life cycles, the changing of seasons, love and loss.
This was the result of joining text and music, along with the societal norms of high
literature and philosophy, metaphors, symbolism, ideas of truth, unity, wholeness,
progress, and purity. In addition to this, song cycles use the piano accompaniment music

12

The Cambridge Companion to the Lied.
Katrina Gingerich, “The Journey of the Song Cycle: From “The Iliad” to “American Idiot”,” Musical
Offerings 1, no. 2, 3, https://doi.org/10.15385/jmo.2010.1.2.3,
https://digitalcommons.cedarville.edu/musicalofferings/vol1/iss2/3.

13
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as a commentary on the text by means of text painting. A combination of all this
information defines the modern song cycle which makes use of “the cross reference of a
motive, harmonic progression, or harmonic/contrapuntal complex;...cross reference
and/or pattern completion at strategic points to define formal boundaries;...a logical key
succession;...the association of key and character, or, of musical character with the
ongoing progress of the work;...the use of mode for expressive (and often ironic)
effect;...cyclic closure by means of pattern completion, summary statement, or other
means.”14 Utilizing these parameters assist in identifying the wide variety of
characteristics that distinguish them from just a collection or compilation of songs.
Ruth O. Bingham identifies three types of song cycles that dominated the first
half of the nineteenth century. She describes them as “‘topical cycles,’ or cycles based on
poems connected by a theme; ‘external-plot cycles,’ or cycles of poems exerted from a
narrative context; and ‘internal-plot cycles,’ for those whose poetry entailed a
narrative.”15 Bingham also identifies a fourth type of song cycle that began with
Beethoven in 1814 and eventually became the norm in the latter half of the century: the
“musically constructed cycles,” in which cyclic unity relied equally, sometimes
primarily, on the music rather than on the poetry. Perhaps the most striking difference
between earlier and later song cycles was the shift from poetry as primary to music as
primary.16 As the century progressed, late Romantic poetry began to shift to a style that

14

Peter Kaminsky, "The Popular Album as Song Cycle: Paul Simon's 'Still Crazy
after All These Years’," College Music Symposium 32 (1992),
http://www.jstor.org/stable/pdfplus/40374201.pdf?acceptTC=true.
15 Ruth O. Bingham, "The early nineteenth-century song cycle," in The Cambridge Companion to the Lied,
ed. James Parsons (Cambridge, United Kingdom: Cambridge University Press, 2004), 104.
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no longer spoke in the personal voice but, instead, gained its validity in its generality and
non-individuality.17
Most people who cherish the Lied do so because it is a refuge of intimacy. Not
only did Lieder play a role in German musical life, but also in art songs throughout
Europe and it provided a haven of reflection that imitated life at the time. Consequently,
the overall structure and concept of the art song can be found in vocal music around the
world.
2.4. Black Art Song: From West Africa to America
Like its German counterpart, the Black Art Song also received its impetus from
poetry and emerged as a historically and culturally significant vocal genre at the turn of
the twentieth century. The tradition of the Black art song, like the Negro Spiritual, is
derived from many centuries of experiences within the context of the African diasporic
evolution.18 The African and Black Diaspora is the voluntary and involuntary movement
of Africans and their descendants to various parts of the world during the modern and
pre-modern periods.19 The most notable involuntary mass dispersion of peoples from
Africa occurred during the transatlantic slave trades from the 1500s to the 1800s. The
consequences of this slave trade were directly influenced by the dispersion of African
peoples and their customs around the world and caused a separation of sacred and secular
traditions. In spite of this, Africans maintained elements of their homelands.
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The societies of both European culture and American culture during this time
highlight a juxtaposition of the lived experiences of Black people and the developing
music traditions in Europe. Africans were legally enslaved in the United States and
throughout the Caribbean during the 400-year span that covers four major periods in
Western classical music. Miraculously, there were specific musical and cultural traditions
that were preserved throughout the African’s forced assimilation into American life.
Before further defining the Black art song, it may be helpful to first describe what
one should generally expect to see and hear in Black music.
Characteristics of Black Music:
1. The music is composed by a songwriter who racially identifies as Black
and/or culturally identifies as a member of the African diaspora.
2. The music is performed by a musician who racially identifies as Black and/or
culturally identifies as a member of the African diaspora.
3. The music stems from a Black experience.
4. Music that includes the following characteristics in unique combinations:
a. pitch variation (signaling differences between speech and singing)
b. specific intrinsic voice tone qualities
c. smears, slurs and other dramaturgical inflations
d. use of micro-tones (written or implied)
e. overlapped antiphony
f. high-level polyrhythms
g. pentatonic and modal scales
h. call-and-response form
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i. spirituality (common occurrence with a church upbringing)20

More specifically, it is impossible to account for the totality of influence West
African and European culture has on African American music and literature; however,
the following components should be generally useful for identifying characteristics of
African music that have transferred to America to create what is known today as Black
classical music.
Melody:
1. African scales tend toward the pentatonic and some variation of the major and
minor scales. There are also major scales that use the flatted seventh which are
similar to the Mixolydian mode.
2. The pentatonic melody produced by an instrument called the zanze of the Zulu
tribe.
3. Another pentatonic melody from the Ba-Ronga tribe. This melody was later used
by Samuel Coleridge Taylor, in his 28 Negro Melodies.21
Rhythm and Form
In Africa, rhythm is considered to be a complete musical entity. The great drums
of Africa were considered almost sacred. Slaves were prohibited from possessing drums
because of their hypnotic potential of which slave masters feared might drive them into
an insurrection. In the majority of African songs, the primary accent is present, but the
secondary accent falls at irregularly spaced time intervals. A rhythmic motive of two may
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be followed by motive of three of the same durational unit. This is based on eight equal
eighth notes: 2+3+3, 3+3+2, or 3+2+3. These descriptions refer to the overall rhythmic
character of a song based on rhythmic motives or metrical units, not on recurring beats.22
The Role of Music in West African Society
Knowledge of West African life comes with numerous accounts of the role music
played in society, even during the transatlantic slave trade period, notwithstanding the
scarcity of written records. The oral traditions of modern African life provide reliable and
substantial evidence of past musical practices which are strikingly similar to those from
three centuries ago. Perhaps one of the most salient features of African life was the
importance given to music and dance, and early European travelers and traders rarely
missed an opportunity to comment and write about this.23 The earliest known account of
such review came in 1620 from an English sea captain, Richard Jobson, who was sent to
explore the Gambia River coast to determine its potential for trading. Jobson observed:
There is without doubt, no people on the earth more naturally affected to the
sound of musicke than these people; which the principall persons do hold as an
ornament of their state, so as when wee come to see them their musicke will
seldom be wanting… Also, if at any time the Kings or principall persons come
unto us trading in the River, they will have their musicke playing before them,
and will follow in order after their manner, presenting a shew of state.24
There are many other accounts of this period that provide similar testimonies to
the predominance of music in the lives of African peoples. Olaudah Equiano, the first
freed African slave to publish an autobiography wrote, “We are almost a nation of
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dancers, musicians, and poets.”25 Southern expounds on how music and poetry were
inextricably linked and that the musician and poet were typically the same person.
African poetic language was “distinctive for its use of imagery and figures of speech,
which were hyperbolical and picturesque.” Song texts generally reflected personal or
community concerns. The texts also spoke of everyday affairs or historical events, or
texts might inform listeners of current happenings, for example, women who spun cotton
in their homes would sing songs to lighten the workload. The basic form of these songs
was the “call-and-response.” The call was by a soloist and the response by a group or
chorus. The African tendency for call-and-response performances was reflected in both
poetic form and musical form. Speech and music were frequently integrated with four
general types of expression—speech, recitative, chant, and song. Call-and-response
structure allowed space for the interjection of speech into song.26
Drawing upon Major Denham’s Narrative of Travels in Northern and Central
Africa, Southern cites the translated text of a Bornou “spinning song” in the form of calland-response:
Give flesh to the hyenas at daybreak,
Oh, the broad spears!
The spear of the Sultan is the broadest,
Oh, the broad spears!
I behold thee now—I desire to see none other,
Oh, the broad spears!...27

(call)
(response)
(call)
(response)
(call)
(response)

Another African song that exemplifies the same characteristics is taken from a Bantu
folktale called The Story of Tangalimlibo:
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It is crying, it is crying,
(call)
Sihamba Ngenyanga.
(response)
The child of the walker by moonlight,
(call)
Sihamba Ngenyanga.
(response)
It was named by the people who cannot be mentioned,
Sihamba Ngenyanga.
They sent her for water during the day,
Sihamba Ngenyanga.28
When these songs are compared to traditional African American spirituals, the
similarities are nearly identical. An example of this is seen in the spiritual “Oh, Wasn’t
Dat a Wide Ribber”:
Oh, de ribber of Jordon is deep and wide,
One mo’ ribber to cross.
I don’t know how to get on de other side,
One mo’ ribber to cross.
Oh, you got Jesus, hold him fast,
One mo’ ribber to cross.
Oh, better love was nebber told,
One mo’ ribber to cross…29

(call)
(response)
(call)
(response)

When African American song is studied from a perspective of world song style, it
can be seen as a typical member of the African musical style, somewhat affected by
European acculturation. In spite of the fact that Blacks in the American colonies learned
the various musical languages of their masters, they always adapted these foreign musical
devices to their ongoing Black African stylistic practices. Thus, it can be said that the
Black art song in America and Europe is based on certain musical characteristics that
mirror the Black traditional song in Africa:
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1. sense of metronome
2. dominance of percussion
3. polymeter
4. syncopated beat phrasing of melodic accent, and
5. overlapping of call-and-response pattern30
Evidence has clearly shown the importance and inclusion of spoken word, music
and dance in the customs of Africans. These expressions served as communal activities
which led to the development of the slave-song repertoire that provided a measure of
release from the physical, mental, and spiritual brutality of slavery, and became source
material for African American poetry.31 Once combined, the inspiration from Black
music and Black poetry formed the Black Art Song. A list of recognizable characteristics
can include:
1. Black composer
2. Black poet (poet may not always be Black)
3. misplaced rhythmic accent
4. minor scale with the sixth raised or omitted
5. modal or pentatonic scale
6. lowered third and seventh
7. major scale with lowered seventh
8. antiphony
9. repetitious melody and rhythm32
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An excellent example of the Black Art Song then would be “The Breath of a Rose,” a
poem by Langston Hughes, set to music by William Grant Still, in which Still uses 6 of
the above musical characteristics, numbers 3-7 and 9, to intensify the poem.33
As classical music gained prominence across the Atlantic Ocean from Europe to
the United States, one question that seems to have no satisfactory answer is how the
slaves, lacking personal possessions and control of their time, developed instrumental
skills. This is important because traditional compositional skills would soon be necessary
to write music. Although African heritage provided them with a natural talent for and
inclination toward making music, they had to learn new, strange instruments and the
different ways of handling them.
There is little evidence that offers an explanation to understand when and how
slaves learned to play instruments. It is likely that most of the nineteenth-century slave
musicians were self-taught since they were closer to the African tradition. In The Music
of Black Americans, Southern identifies one situation that hypothesizes ways slaves
might have managed to learn and play instruments. Musically inclined slaves may have
benefited from the periodic visits of music professionals to the wealthy plantations to
teach the slave master’s children the art of playing the violin and piano forte. In this
instance, the slaves who worked inside of the house would have been able to listen to the
instruction of the lessons and observe how passages could be executed on various
instruments.34
Frequently, children of slave holders taught slaves to play flutes and violins
themselves if there were a few extra moments to spare. However, Africans were
33
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forbidden from playing the drums because of the slave master’s fear of a revolt or
rebellion. Slaves were guaranteed punishments of extreme violence or even murder if
they were caught learning or teaching other slaves how to read. The development of new
Eurocentric musical skills, even with the restriction of some African musical practices
and education, was a turning point for Africans to begin to assimilate aspects of
American life.35
2.5. African American Poetic Tradition
The final artistic component of acculturation into American life was the
simultaneous development in Black literature and poetry. Enslaved Africans became
acclimated to life in America and used their communal songs, spoken word, and other
oral traditions as a medium which resembled many critical aspects of their heritage. It is
safe to assert that their native repertoire shared equal status for music and poetry.
Because African’s found the English language difficult, they developed a way of
communication that the slave owners could not easily understand, such as creating
variations (or dialects) of the English language. Some of the adjustments were as follows:
Table 2.1 Dialects of the English Language

35
36

American English

English Dialect

Boil
Chimney
Creek
Dare
For
Never
Just
Yours

Bile
Chimbly
Crick
Dar
Fer
Nebber
Jest
Yourn36
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In this adjustment, strong letters such as G, T, D and R were softened or eliminated. Not
only is the role of speech and words used in the artistic African culture clear, but it is also
evidence of how words became a conduit of communication, expression, rebellion and
survival.
In Lauri Ramey’s book Slave Songs and the Birth of African American Poetry,
she discusses that through the popularization of the term spirituals in the nineteenth
century, “abolitionists reinforced the message that enslaved people were innocent and
compliant” and “after Emancipation would bear no anger and pose no threat
towards their former oppressors.”37 The broad term “spirituals,” also known as “slave
songs,” were not all Christian songs of praise and religiosity, but in many cases rebuked
hypocritical slaveholders who considered themselves to be Christians. This fact speaks
not only to the duality of the coded messages conveyed in spirituals, but also to songs
within various thematic frameworks. There are many slave songs that depict protest,
resistance, anger, social and political critique, sexuality, and social interactions that have
largely been omitted from anthologies of the songs created by enslaved Africans. These
were the original slave songs that developed into multiple styles and genres – the most
well-known are Negro Spiritual, Blues, and Jazz.38
While melodies of the slave songs are often the highlight when discussing the
history of Spirituals, it is not very common to acknowledge and categorize the prose as
lyric poetry. The words to the slave songs are often overlooked as the foundational
material of the African American poetry tradition.39 This critical dilemma is raised
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when attributing identities to the creators when making the direct lineage from slave song
texts to early African American lyric poetry. Authorship was inherently problematic since
attaining literacy through reading and writing was illegal. The focus on slave songs’
inaccessible origins and misperception that they are not works of art created by intelligent
individuals has resulted in a lack of literary appreciation. In his famous poem “O Black
and Unknown Bards,” James Weldon Johnson makes a common claim that Spirituals
were the voice of a group population. Johnson further expressed the belief that while
“some [spirituals] may be the spontaneous creation of the group” his opinion was that
“the far greater part of them is the work of talented individuals influenced by the pressure
and reaction of the group.”40 It is this latter point that makes the direct correlation that
many slave songs were authored by individuals, which formed the roots of the African
American literary tradition and thus contributed to the components of Black art song.
In classical art song literature, the common form structures are strophic where all
verses of the text are sung to the same music, modified strophic form in which one or
more verses may be changed in mode or rhythm, and ABA or da capo form in which the
middle section might move to the relative major or minor mode. Therefore, the poem is
highly influential and a significant part of any art song. In the case of the Black art song,
it is significant that the rise of Black poetry was followed by a rise of Black vocal music.
It is also significant that Black poets were highly educated and talented. One of the most
important aspects of the development of the Black art song was the development of
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Black poetry. Another aspect, no less significant, was the advancement of the Spiritual to
art song status.41
During the mid-to-late nineteenth century in Europe, song composers sought after
the literature of poets and writers like Goethe, Heine, Hugo, Longfellow, Gautier,
Verlaine, and others as source material for developing the art song genre. There are
several critical differences that become evident when comparing the art songs of
European composers to those created by Black composers, namely the type of musing
expressed in the text. In the European tradition, a significant portion of the songs’ texts
reflect on nature, mythology, exoticism, unrequited love, dramatic folk tales, and
sentiments on new or changing cultural attitudes.42 Some of these poetic texts include
“Erlkönig,” “Heidenröslein,” and “Gretchen am Spinnrade,” written by Goethe, and “La
Flute de Pan,” and “Le tombeau de Naïades,” written by Pierre Louÿs. In contrast, the
texts of a vast majority of African American poets during this time convey messages of
the “here and now and circumstances of life and its travails.”43 The lyrics of these art
songs reflect the lives and conditions of literary figures such as Paul Laurence Dunbar,
Langston Hughes, Countee Cullen, and Mari Evans. The musical forms that are set to
these texts often mirror the musical interests and circumstances of the artist’s
contemporaries.44
In this discourse about culture, tradition and heritage, it is important to maintain
the understanding that assimilation does not make the native culture inferior. Henry Louis
Gates, historian and scholar of African American culture, points out that “unlike almost
41
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every other literary tradition, the African American literary tradition was generated as a
response to allegations that its authors did not, and could not, create “literature.’”45 The
institution of slavery was abolished, but because of America’s continued racism and
oppression against African American people, this response pushed them to fight for their
place in a society that claimed, “written literature was the signal measure of the potential
and innate “humanity” of a race.” African Americans felt moved to respond to this
stimulus and felt the need to “speak the matter silent” by producing literature.46 Thus, the
use of the term “Western tradition” is only utilized to describe an aesthetic, not ascribe
hierarchy. “The hegemony implicit in the phrase “the Western tradition” reflects material
relationships primarily, and not so-called universal, transcendent normative
judgements.”47 And to this theory, it is imperative to insist on a fundamental redefinition
and application of what has been historically called “the canon.”
The historical significance of African Romances is directly related to the
emancipation of the descendants of African slaves in America by the very nature of the
music and poetry composition dates. In addition to being denied education, history
documents that slavery also prohibited the formation of traditional family units which
made stable, secure family life difficult, if not impossible. Until 1865, the vast majority
of African Americans could not legally marry. Paul Laurence Dunbar was born into the
first generation to partake in legal, intimate Black love in America – and this was
reflected in his poetry. In identifying the dichotomies of life, culture, and music in
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America and Europe, the through line is the completion of a body of work, the first Black
art song cycle, which captures the purest of artistic intentions from Samuel ColeridgeTaylor and Paul Laurence Dunbar.
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CHAPTER 3
THE ARTISTS AND THEIR INFLUENCES
3.1. 1865 and the Art of Emancipation
The transition period between the late-nineteenth and early-twentieth centuries
was pivotal in the lives of Black people around the world, but particularly for those in the
United States. African Americans in all States had been emancipated from slavery in
1865 and were beginning to integrate and further acculturate into American society as
freed people. This early Reconstruction period came with many obstacles as well as some
benefits. Congress passed and enforced laws that promoted civil and political rights for
African Americans across the South. Most notable among the laws that Congress passed
were three Amendments to the United States Constitution: The 13th Amendment ended
slavery (1865), the 14th Amendment guaranteed African Americans the rights of
American citizenship (1868), and the 15th Amendment guaranteed African American
men the constitutional right to vote (1870). Yet, even with the laws passed, white
supremacists in groups like the Ku Klux Klan openly terrorized African American
citizens and leaders from the late-1860s through the end of the century. As a response to
these numerous obstacles and new benefits of freedom, African Americans began to
emerge as some of the best educators, writers, musicians, and intellectuals in the country.
The societies of both European culture and American culture during this time
highlight a juxtaposition of the lived experiences of Black people and the already
developing music traditions in Europe. For African Americans, the artistic time period
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between 1866 and 1900 can be identified as the “Art of Emancipation.”48 As such, this
period was an emancipation for not only musicians, but other artists. It gave rise to the
world fame of many African American artists, such as poets Paul Laurence Dunbar
(1872-1906), James Weldon Johnson (1871-1938), Georgia Douglas Johnson (18861967), and composers like Harry T. Burleigh (1866-1949) and Hall Johnson (18881970). Black creative artistry in music, writing, and painting already existed, but it was
now free to emerge from the suppression of slavery. The artistic output during this time
reflects the search for an adjustment to a new life and status and the affirmation of
freedom through the creation of new musical forms and modifications of existing forms.
In the late-eighteenth century, the British slave trade declined in response to the
growing disdain of the institution of slavery in England. Slavery was completely
abolished throughout the British Empire by 1834, despite the profitability of slave labor
on Caribbean plantations. Many of these freed slaves were taken to Sierra Leone, a
settlement established for freed slaves after the Revolutionary War, and others were
brought to London. Scientific polygenism, which theorizes that human races are of
different origins, was used in the nineteenth century to proliferate racist ideologies and
justification to continue slavery in the Americas. The theory implied that Blacks were
less intelligent and inferior. Despite social prejudice and discrimination in Victorian
England, some nineteenth-century Black Britons achieved exceptional success.49
Around this time, a young African-British composer named Samuel ColeridgeTaylor (1875-1912) was composing piano, orchestral and vocal music in England and
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also dealing with the experiences of being a Black professional in England. In 1897,
Coleridge-Taylor’s composition African Romances, Op. 17 emerged as a cycle of seven
songs for high voice that is uniquely both African and American. The lyrics of this song
cycle come from the book Majors and Minors; a collection of poems published in 1895
by Paul Laurence Dunbar. In 1896, Dunbar met composer Samuel Coleridge-Taylor in
London. They collaborated with each other throughout the mid-to-late 1890s and
Coleridge-Taylor began reflecting the African American experience in his music.50
Subsequently, the earliest documented recognition of the Black art song cycle emerges in
1897. The literary themes in African Romances represent the joys, hardships,
perseverance, and brilliance that existed in the lives of both American and British Black
people. In identifying the dichotomies of life, culture, and music in America and Europe,
the through line is the completion of a body of work, the first Black art song cycle which
captures a pure form of artistic liberation from Samuel Coleridge-Taylor and Paul
Laurence Dunbar.
3.2. Samuel Coleridge-Taylor: His Life and Musical Influences
Samuel Coleridge-Taylor was “the foremost musician of his race” and “an
inspiration to the Negro, since he himself, the child of an African father, is an
embodiment of what are the possibilities of the Negro under favorable environment.”51
Samuel Coleridge-Taylor was born in Holborn, London on August 15, 1875, three years
after Ralph Vaughn Williams and one year after Gustav Holst. His father, Dr. Hugh
Taylor, a physician from Sierra Leone in West Africa, met his mother, Alice Hare Martin,
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an Englishwoman, while studying medicine in London. Neither of his parents were
known to be musical; however, Samuel displayed musical ability very early on his life by
a teacher at his day school. This led to Samuel joining the choir of St. George’s
Presbyterian Church in Croydon and later securing his entry to the Royal College of
Music in 1890 with the help of a local sponsor named Herbert Walters. At the college he
studied violin, piano and organ, but under the advice of his mentor, Sir. Charles Stanford,
he stopped formal instrumental studies and adopted composition in 1892. Samuel was
shy and his homelife in the suburbs of London did not prepare him for comments about
his skin color or less than rich musical background at the Royal College. He maintained
his music scholarship and role as a top student until graduating in 1896, after which he
resided in Croyden with his family to compose, teach and conduct.52
Coleridge-Taylor had immense talent. He possessed a unique personal style,
refined craftsmanship in his harmonies, orchestral colors and rhythmic choices, and
created singable melodies. The same attributes can be applied to other composers, but in
Coleridge-Taylor’s case, much of his music is related to his African heritage and
influenced by Black culture. Born to an English mother and a West African father from
Sierra Leone, he was often despised and misunderstood. But he was able to persevere
through the many social prejudices he faced through his music and collaborations with
other Black artists. In the preface of his 24 Negro Melodies, Coleridge-Taylor wrote,
“what Brahms has done for the Hungarian folk-music, Dvorak for the Bohemian, and
Grieg for the Norwegian, I have tried to do for these Negro Melodies.”53 Through a deep
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discovery into Coleridge-Taylor’s life and experiences, the assertion can be made that
this statement was the primary tenet for all of his music.
The years between 1896 and 1901 were critical in the shaping of Samuel’s career
as a composer and conductor and his compositional aesthetic. His rising prominence was
already influencing African Americans in the United States, where the country was
forming negative images of them both nationally and internationally. To African
Americans, he was a symbol of racial pride and cultural fulfillment.54 At age 22, the
successful premiere of his new cantata Hiawatha’s Wedding Feast at the Royal College
of Music in 1898 immediately established him as one of the leading young composers of
Victorian England. Later, as a result of the work’s widespread appeal, he became the first
Black composer to achieve international fame and recognition.55
Coleridge-Taylor’s African ancestry and Henry Longfellow’s culture-clashing
text, The Song of Hiawatha, raised an alarm at an especially intense moment during the
late-Victorian era.56 This time period was also known as the Age of New Imperialism
(1870-1914) where the colonization of Africa, specifically South Africa, became the
focus in the last quarter of the nineteenth century. There were 10,000 kingdoms in Africa
in 1880. By 1900, there were 40 states of which 36 were European with Britain
controlling one-third of the continent. The European powers divided Africa up between
themselves in the late 1880s and 1890s.57 The Age of New Imperialism and its influence
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on classical music in Britain was one major catalyst that prompted Samuel ColeridgeTaylor to infuse African sentiments into his compositions.
Coleridge-Taylor’s rise to fame in London was further propelled when he
replaced his more established British colleague, Edward Elgar, on the program at the
Three Choirs Festival in 1898. Elgar was quite busy and could not fulfill his
commissioned responsibilities for the Festival and recommended Coleridge-Taylor
based on his success with Hiawatha. The resulting work that Coleridge-Taylor created
was the Ballade in A minor, Op. 33 for orchestra. Elgar characterized Coleridge-Taylor
as being the best of young men; however, Elgar’s enthusiasm waned after a few more
interactions with Coleridge-Taylor and his work.58
From 1898 to 1900, Elgar struggled with writing The Dream of Gerontius, while
Coleridge-Taylor completed his trilogy, The Song of Hiawatha, of which the first part
had a wildly successful premiere. These two works were received very differently at the
Birmingham Festival of 1900. The choirs and orchestras were quickly receptive to the
social drama and warmth of The Song of Hiawatha, while The Dream of Gerontius had
an underwhelming first performance at the Birmingham Festival. Elgar was devastated
by the failure of The Dream of Gerontius, considering it to be his best composition.
Coleridge-Taylor, on the other hand, apparently effortlessly, had contracted amateur
singers, who sacrificed time after a hard day’s work, with straightforward, but not
unchallenging works that they immediately grasped.59
In a letter to Novello’s music reader, August Jaeger, on January 10, 1900, Elgar
asserted the overture to The Song of Hiawatha to be “rot,” and further griped, “I have
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never worked so hard for any man before.”60 Biographer Michael Kennedy noted Elgar’s
capacity to take deep and long-lasting offense and that this seemed to be his relationship
with Coleridge-Taylor.61 It is also possible that Elgar was envious of his younger
contemporary’s success, particularly with Coleridge-Taylor’s successful setting of
Longfellow. Elgar’s earlier settings of Longfellow, The Black Knight (1889-92) and Olaf
(1896), had very limited social and musical impact. Different opinions regarding the
authority of the British empire may have also influenced Elgar’s reaction to ColeridgeTaylor. Critics had a tendency to downplay the significance of British Imperialism for
Elgar’s work as a whole. Paul Richards highlights the cultural historian Jeffrey Richards
who argues that the “mystical, introspective Elgar, fully apparent only in his large-scale
compositions (such as The Dream of Gerontius), is as much a reflection of New
Imperialism as the more obviously ceremonial music such as the five Pomp and
Circumstance marches.”62 Meanwhile, Coleridge-Taylor had begun expressing African,
and by default, anti-Imperialist musings in his own compositions, preferring to
concentrate more fully on the qualities of African and African American song.
As a Black man living in a world entrenched in racist ideologies, ColeridgeTaylor was always prone to view the New Imperialism through a much different lens than
Elgar. His desire to learn about his absent father possibly explains his attraction to
Longfellow’s Hiawatha. Chapter three of the epic poem depicts the abandonment of
Hiawatha’s mother by her lover, the West Wind, and how the young Hiawatha sets off on
an ambitious journey, against the advice of his guardian, to search for his lost father in
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the Rocky Mountains. There, he challenges the father to a duel and then, through the
power of a parental blessing – a tradition that is widely recognized in West Africa – gains
the skills and knowledge to lead his people.63 Perhaps by invoking an African American
Spiritual in a work apparently about Native Americans, Coleridge-Taylor hoped to
challenge new audiences to look beyond the exoticism of Longfellow’s poem to the
wider social and political significance of the struggle for cultural and racial equality. The
journey to this new audience occurred through the first Pan-African Conference in
London in 1900 – a gathering where men and women of African, Afro-Caribbean, and
Afro-American descent met to question the New Imperialism and to campaign for Black
rights.64
After 1900, the two composers obviously moved in different social and musical
aesthetic directions. One indication for Coleridge-Taylor’s rapid success in the United
States and Britain during this period was the intense melodic lyricism and simple but
distinguished rhythmic framework. These qualities are noticeably absent from the strict
and grandiose musical qualities found in English music of the late-nineteenth century,
which not only reflects an introspective melodic style of the post-romantic school of
Brahms, Mahler, and Wagner, but also the formal and rhythmic formulas of Händel and
Mendelssohn.65 Coleridge-Taylor’s gentle, sprightly melodies, that reflect the lyricism of
Schubert and the early Romantic composers, swept through Britain and America bringing
warmth and light to a time that often felt cold and dark. While the melodies and
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harmonies may sound a bit dated today, it is important to remember that all music was
once new.
3.3. Africa and Activism in Samuel Coleridge-Taylor’s Music
Samuel Coleridge-Taylor had links to his West African roots through Sierra
Leonean friends in London and he proudly proclaimed his African heritage in his music
and lifestyle. While Coleridge-Taylor did not know his father, who returned to Sierra
Leone before he was born, he was exposed to Black culture through literature, research,
attending the annual London concerts of the Fisk Jubilee Singers, and a community of
West Africans in London. In order to fully understand the progressive nature of African
themes and sentiments in Coleridge-Taylor’s music, his social standing with prominent
Black artists, writers, and intellectuals must be examined.
It is not clear when Coleridge-Taylor became involved with Black political and
cultural networks in London; however, the first evidence of his artistic involvement is
seen in a poem he wrote in 1896, celebrating 50 years of Liberian independence from
European colonialists. Shortly after his Liberian Patriotic Hymn was published in The
African Times, Coleridge-Taylor became part of a network of influential African
Americans, that also included Paul Laurence Dunbar.66 Furthermore, it is undoubtedly
due to his newly found collaboration with Dunbar that Coleridge-Taylor became involved
in the African Society of Literati, Musicians, and Artists, which was established in 1897.
For clarity, the term “Africa” was used to mean “of African descent.”67
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Another important social connection that Coleridge-Taylor cultivated through the
Pan-African Conferences was with W.E.B. Du Bois, the Harvard-educated sociologist
and historian who was already prominently campaigning for racial equality in the United
States. In his recollections of the conference many years later, Du Bois wrote, “above all,
I remember Coleridge-Taylor.”68 Du Bois also attended a performance of Hiawatha's
Wedding Feast, conducted by the composer, before a huge and enthusiastic audience at
the Crystal Palace Arts Center recalling: “It was a moment such as one does not often
live. It seems, and was, prophetic.” 69 The importance of Coleridge-Taylor to Du Bois
was that they were both looking for cultural routes through which Black people might
find their place within the wider, global society, and the young Coleridge-Taylor was
such a central and acclaimed figure in Britain. Black and, thus, racially outcast,
Coleridge-Taylor had, nevertheless, become part of the British national musical
consciousness, as the acclaim for The Song of Hiawatha clearly proved. In his essay “The
Immortal Child,” Du Bois contrasted Coleridge-Taylor’s success in Britain with the
corrosive impact of racism toward Black people in the United States.70
Coleridge-Taylor was introduced to American Negro Spirituals and slave songs
through his associations and interactions with Paul Laurence Dunbar and Frederick
Loudin, director of the Fisk Jubilee Singers, who traveled to Great Britain in 1899. The
publication of his 24 Negro Melodies and his “Hiawatha Overture” (based on the spiritual
“Nobody Knows the Trouble I See”) reflect the profound impact of these encounters.71
Coleridge-Taylor’s published compositions inspired African American composers who

68

W.E.B. Du Bois, Darkwater: Voices from within the veil (New York: Harcourt, Brace, 1920), 193-94.
Du Bois, Darkwater: Voices from within the veil, 193-94.
70 Richards, "A Pan-African Composer? Coleridge-Taylor and Africa," 241.
71 Janifer, "Samuel Coleridge-Taylor in Washington," 189.
69

37

later used them as guides in their own work. Harry T. Burleigh’s pioneer work in the
arrangement of Negro Spirituals for solo voice with piano accompaniment, and the
spiritual-based choral arrangements, suites, and solo pieces of others like Clarence
Cameron White and Robert Nathaniel Dett owe their inspiration to Coleridge-Taylor’s
1905 publication.72
Coleridge-Taylor’s music may not always sound explicitly “African” in nature,
but his collaboration with and activism for Pan-Africanism is evident by his ability to
break away from British respectability and colonial thought in music and the arts. There
are four substantial works by Coleridge-Taylor that include the word “African” clearly in
their titles. African Romances, Op. 17 was the first to be written and published in 1897.
The other titles are African Suite for Piano, Op. 35, Four African Dances for Violin and
Piano, Op. 58, and Symphonic Variations on an African Air for Orchestra, Op. 63. In
addition to these four works there are many others with explicit African or AfroAmerican sonic associations.
Coleridge-Taylor’s tragic death from pneumonia at the age of 37 stunned his
sphere of musical and political influence and he was heavily mourned. Booker T.
Washington summarized what was, perhaps, the real significance Coleridge-Taylor had
on African Americans:
The great value from my point of view of men like Coleridge-Taylor and others
who have achieved conspicuous success is that their lives and work set the
standard for the rest of us a little higher. Aside from what he contributed through
his musical composition to the common property of the world, Coleridge-Taylor
performed a distinct service by demonstrating to the colored people the
possibilities of their race.73
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3.4. Paul Laurence Dunbar: Paradox and African American Poetry
The preeminence of Paul Laurence Dunbar as a seminal figure in American
literature at the turn-of-the-century is well-chronicled in academic and artistic spaces.
Dunbar is credited as the first published writer to present the African American
experience, in all its diverse forms, before a broad audience. Both of his parents were
slaves in Kentucky, and his father had escaped via the Underground Railroad and later
served in the Civil War. Dunbar celebrates his father's heroism in “Our Martyred
Soldiers” and “Emancipation.” Matilda Murphy, Dunbar’s mother, not only taught her
son to read, but made many sacrifices so that he could receive the best education
available. He was the only Black student in his class at Central High School in Dayton,
Ohio, where he was editor-in-chief of the school newspaper and wrote the graduation
song for his class.74
Dunbar’s poverty-stricken childhood was marred by the prejudices and social ills
of post-slavery America. His life suddenly changed when William Dean Howells, the
foremost literary critic of the late-nineteenth century, favorably reviewed his work, Lyrics
of Lowly Life, in the prestigious Harper’s Weekly Magazine. Lyrics of Lowly Life are
poems reflective of love and life on the plantations of the Deep South, impassioned with
a sense of hatred for racial prejudice. His work became the voice for the African
American experience in America at that time. Paul Laurence Dunbar wrote more than
just poetry; he wrote novels, newspaper articles, and lyrics for Broadway musicals. He
also wrote short stories, operettas, ballads, and orations.75
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Dunbar utilized two styles of poetic writing – the Black vernacular (dialect) voice
and the Victorian English style of the classical tradition. The dialect poems convey
characteristics of the everyday life of the Black community at the turn-of-the-twentieth
century, in which the manner of speech is derived from the words and dialect of slave
songs and life on the plantations. His work in Black dialect was, perhaps, the most
controversial. Many critics misunderstood it because white authors had so often used
dialect to caricature and demean the Black experience and people of African descent.
These same critics overlooked Dunbar’s tragic-comic aesthetic of resistance, his use of
irony, and his negotiation of paradox to explore and confront racism in the spaces
between Black and white cultural paradigms.76 For instance, Dunbar’s poem “We Wear
the Mask” exemplifies an early depiction of Black aesthetic resistance to white cultural
ideals, and a self-defining voice for the modern African American experience, identified
today as “code switching”:
We wear the mask that grins and lies,
It hides our cheeks and shades our eyes This debt we pay to human guile;
With torn and bleeding hearts we smile
And mouth with myriad subtleties.
Why should the world be over-wise,
In counting all our tears and sighs?
Nay, let them only see us, while
We wear the mask.77
Dunbar’s poetry can be interpreted as the literal evidence of this racial discourse,
which, in turn, produces tension evident in both poetic languages. As he commented, “my
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position is most unfortunate. I am a black white man.”78 His words not only illustrate the
tension of his two poetic identities, but they also suggest that he fully understood the
power of his work and the supply-and-demand nature of the interest in an authentic
Black voice.79 It would thus be a mistake to interpret Dunbar’s position as a literal desire
to be white; rather, he is challenging the preeminence of racial discourse, especially its
influence on African American writers. In writing standard, Victorian English, Dunbar’s
challenge was to offer his version of the African American experience in a broadly
accepted medium.80 His life of paradox and juxtaposition was overtly evident in his two
styles of writing, and with deep study, they can be found in most thematic material in his
poetry.
3.5. Insight into Dunbar’s Victorian English Early Love Poems
To understand Dunbar’s early love poems in the Victorian English style and the
narrative trajectory of the texts in African Romances, it is important to examine his
relationship with Alice Ruth Moore and departure from his dialect poems. Dunbar once
wrote, “I am tired, so tired of dialect. I send out graceful little poems, suited for any of
the magazines, but they are returned to me by editors who say, ‘we would be glad to have
a dialect poem, Mr. Dunbar, but we do not care for the language compositions.’ I have
about decided to write under a nom de plume, and I have chosen a beautiful name.”81
Dunbar never regarded his dialect verse as his best work, and he has shown his disgust
with the indifference of his standard English poetry. He did not abandon his writings on
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race in America. Dunbar loved his race and was deeply loyal to it; however, around 1895,
he broke away from his use of dialect poetry so that a complete picture of post-slavery
African American life could be depicted in his writing.82
In the development of the many themes in which Dunbar’s general view of life is
reflected, he employed opposing statements to heighten the idea of paradox. Such
combinations are presented as laughing and weeping; joys and troubles; sunshine and
shade; pleasure and cares; cloud and gleam; dreaming and toiling; gaining and failing;
and living and fading. This can also be seen explicitly in his book titles Majors and
Minors and Oaks and Ivy.83 In his prose, as well as in his poetry, Dunbar encourages
initiative, work and perseverance as an overall philosophy. Dunbar’s attitude toward life
convinced his readers that hardship paves the way to happiness, pleasures are more
meaningful, more significant when they follow pain, that moans make joy greater – a
philosophy that is recurring in African Romances. To Dunbar, happiness was transitory
and fleeting. Many of his Victorian English poems are imitations on the temporary nature
of happiness which can, sometimes without warning, bring disappointment, trials or
sorrow before dreams are realized. Somehow, an ultimate balance is never quite attained,
and the negative and positive factors never cancel out.84 Just as Dunbar attempts to define
the paradoxes of life, he attempts to define love. In the ways that certain circumstances
shaped his interpretation of life, it can be assumed that certain personal and domestic
experiences influenced his treatment of love. Dunbar wrote independently of literary
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tradition and his concept of love is very individual and autobiographical in its
implications.
Alice Ruth Moore came from a much different world than Dunbar. Born July 9,
1875, in New Orleans, Louisiana, Alice was considered a member of African American
elite society. Her mother, Patricia Wright, was the daughter of a former Creole slave and
seamstress, and her father was most likely Monroe Moore, Patricia’s former slave owner
from Opelousas, Louisiana. Both Alice and her older sister, Mary, were educators.
Patricia made sure that her fair-skinned daughters were cultured and refined young
women by being involved in various social and civic organizations. At the time, Alice
was most noted for her collection of short stories: Violets and Other Tales published in
1895. It was in the April 1895 issue of the Boston Monthly Review magazine that Dunbar
discovered a photograph of Alice. Captivated by her beauty, he immediately wrote to her,
and they corresponded over a period of two years before meeting in 1897.85
Six months after their first correspondence, Paul confessed his true feelings for
Alice in the following letter:
Dayton, Ohio
October 1895
Dear Miss. Moore, while I do not wish to apologize for what I am about to write, I
do think that it needs an explanation, that is, if the spontaneity of emotion can be
explained. I am sitting here with your picture before me, and my heart is
throbbing faster than my pen goes. You cannot and yet I believe you can
understand my impulsive nature. But you will not understand me when I tell you
that I love you, and I have loved you from the very first time I saw your picture
and read your story.
I know it may seem foolish. Perhaps you will laugh, or even grow angry. If only
you could read my heart - If you could read my heart.
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Someday perhaps my heart will let my head write you a letter. But I can conceal
myself no longer.
I am sincerely yours,
Paul 86
In the culture of nineteenth-century romantic love, letters spoke for and to the
absent partner. For nearly two years, the romance-by-mail became more intimate. His
poetry during this period reflected his preoccupation with Alice, which was on brand with
his obsession for the attainment of love. Numerous other letters also show Alice and Paul
in love, in lust, and at war. Dunbar proposed to her the same day they met in person and
she accepted. Alice’s family did not support the engagement, so she and Dunbar eloped
and married secretly in New York on March 6, 1898. During this era, a good marriage
countered the racist stereotype that Black people were incapable of loving, long-lasting
relationships.87
Nineteenth-century America was enamored with the concept of romanticism. It
was an indication of the one true road to happiness. The Dunbar’s relationship epitomized
this romantic love among many African American elite as the first generation removed
from slavery. Along with sociopolitical factors, the Dunbar’s turbulent relationship was
shaped by the legacy of slavery and the ideologies of nineteenth-century race, class, and
institutionalized concepts of femininity and masculinity.88 But through it all, they
treasured the freedom and right to choose their mate, court, and marry.
Dunbar’s 1895 letter to Alice represents many of the themes found in the poems
of African Romances. Because of his close friendship with Coleridge-Taylor, it can be
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speculated that Dunbar suggested the arrangement and ordering of how each song might
appear in the song cycle. The ordering of the songs reflects a range of emotions in his
love for Alice in “An African Love Song” and “How Shall I Woo Thee,” and musings
about the beauty of nature and its parallels to love in “Dawn,” “A Starry Night,” and
“Over the Hills.” It is also possible that “Ballad” and “How Shall I Woo Thee” can be
seen as foreshadowing as it relates to the destruction of their marriage, which ended in
1902. Alice left the marriage when Paul fell into heavy alcohol use and brutally assaulted
her. She never spoke to him again and only learned of his death through reading about it
in the newspaper. The outcome of their marriage is unfortunate; however, this latenineteenth-century romance is the first deeply documented love story among the African
American elite class.89
3.6. The Artists as Collaborators
In 1896, the young poet, novelist and playwright Paul Laurence Dunbar
completed Lyrics of Lowly Life, the collection of poetry that ignited his fame and
established his reputation. Samuel Coleridge-Taylor’s fame was already established in
America by this time.90 This same year, Dunbar visited London to give public readings of
his poems. Not long after his arrival he sought the acquaintance of the 19-year-old
Coleridge-Taylor, and together they presented a recital at the Salle Erard that featured
Coleridge-Taylor’s compositions, interspersed with recitations by Dunbar. After
Coleridge-Taylor heard Dunbar recite poems from Lyrics of Lowly Life at the Salle Erard,
he asked to set some of them to music.91 Dunbar agreed; and between the two of them,
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seven of Dunbar’s love poems were selected and appear as the texts for African
Romances, Op. 17, published the following year in 1897.92 It has been recorded that
Dunbar’s poetry was Coleridge-Taylor’s gateway to learning about Black life in the
United States and the music of Spirituals and other slave songs.93
A repeat performance of the Salle Erard recital took place in Croydon in January
1897. This time, Coleridge-Taylor presented nine songs recently set to Dunbar’s texts –
“The Corn Song,” “At Candle Lightin’ Time,” and the seven songs of African
Romances. Coleridge-Taylor often acted as accompanist and soloist in the public
performances of his compositions, and it assumed that he was the soloist for this
premiere.94 These vocal compositions represent his earliest conscious connection with his
race as a musician. This performance particularly brought out Coleridge-Taylor’s
position as an inspired and original composer of songs for solo voice. The significance of
Dunbar and Coleridge-Taylor’s partnership is that their joint works express “the souls of
Black folks” that Du Bois wrote about just a few years earlier. These occasions were also
significant in that it reflected the artistic collaboration of two Black men of prominence in
their respective fields. Sayers notes that a concert reviewer for The London Times wrote:
“It is a pity that the recital given by these two coloured gentleman [...] was not more
widely known.”95 Dunbar and Coleridge-Taylor developed a collaborative friendship that
resulted in the dynamic genesis of the Black Art Song. The world, too soon, tragically
lost two brilliant minds who gave the best and worst of themselves for the sake of art,
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culture, and the liberation of Black people. What they leave behind is forever weaved into
the fabric of music, literature and Black history.
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CHAPTER 4
AN ANNOTATED GUIDE TO THE MUSIC AND LITERATURE OF
AFRICAN ROMANCES, OP. 17 BY SAMUEL COLERIDGE-TAYLOR
The process of selecting and evaluating appropriate repertoire is an important
undertaking for both singers and voice teachers. It is necessary to consider the various
factors involved in assigning a song, including, but not limited to, level of difficulty and
literary and musical components. Repertoire can build foundational skills, inspire the
singer, and develop the historical and musical knowledge of both teacher and student.
This chapter provides introductory materials for the study of African Romances, Op. 17
highlighting the synthesis of poetry, music and vocal performance concepts. Singers or
teachers who may be interested in obtaining this music can visit the Classical Vocal
Reprints webpage.
This guide is organized into two parts. Part one discusses style and design of both
Paul Laurence Dunbar and Samuel Coleridge-Taylor relating specifically to African
Romances. Part two presents the annotated guide for style and performance with 5
literary and musical components for each song.
Part I: African Romances, Op. 17 – Style and Design
African Romances, Op. 17 is the convergence of the Black artistic and cultural
experiences of both Dunbar and Coleridge-Taylor and serve as a collection of literary
anthems that mark the revolution of Black classical arts at the turn of the twentieth
century. Each song in the cycle shapes the narrative of Dunbar’s desire to receive Alice’s
hand in marriage and his intermittent life experiences. The cycle explores the newness of
love, life, and dreams through the lens of nature, spiritual beings, prayers, and human
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persona. It is the earliest known song cycle by a Black poet and Black composer to
address this both lyrically and musically.
Melodically, the songs in the cycle are modest and unassuming. They reflect the
form and structure of European art songs, specifically German Lieder from the nineteenth
century, generally being strophic and sensitively expressing the meaning of words.
Where the songs differ musically is exhibited in Samuel Coleridge-Taylor’s individual
compositional style by his inclusion of African, African American, and Afro-Caribbean
concepts in his compositions, characterized by deeply colorful harmonies, rhythms and
explicit titling. Attention is given to text painting with dynamics and agogic accents.
Emotional climaxes are carefully placed to coincide with key words and phrases, and the
melodic and vocal contours vary in shape, but avoid extremes in register and
embellishments.
Harmonically, the piano accompaniments support the melodies in the richness of
color, texture, and chordal qualities. They provide clarity of direction which enhances the
meaning of the texts. Rhythms vary from song to song – often subtle, yet still displaying
a greater amount of stylistic contrast and rhythmic diversity from the European style.
Each song has a discernable form of either strophic or one-part form, and musical ideas
are generally shaped by symmetrical period phrases, and occasionally an antecedentconsequent formal design.
By including African, African American, and Afro-Caribbean elements in his
compositions in melody, harmony, rhythm and title, as well as by being visibly and
proudly of African descent, Samuel Coleridge-Taylor’s music and achievements made
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Black concert musicians proud and able to walk tall. This was true especially in America
where the compositions of white European masters dominated in concert hall programs.
Concerning the subject matter for poetry, Paul Laurence Dunbar reacted to almost
any stimuli occurring in his life. The slightest suggestion – a sound, picture, gesture,
emotion – was sufficient enough to call a poem into existence. An investigation of his
practice reveals that, overall, he had distaste for a heavy, laborious writing style. It can be
concluded that Dunbar’s literary tenets in African Romances, and broadly speaking, are
as follows:
1. Subject matter for poetry is unrestricted, limited only by the poet’s sensibility and
interests.
2. Black dialect poetry is limited to charming characters and a combination of lively
rhythm, hyperbole, and humorous images, while, for universal and serious
themes, standard diction is the more appropriate means for poetic expression.
3. Poetry should be spontaneous, inspirational, and rhythmic.96
As mentioned in previous chapters, in the development of many of the themes in
which Dunbar’s general view of life is reflected, the poet employed antithetical
statements to heighten the idea of paradox. Combinations found in abundance include
joys and troubles, moans and laughter, dreams and toils, light and dark, gaining and
failing, lives and fades. The themes in African Romances follow this trend fully.
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Part II: Annotated Guide to Literature and Music
The following 5 components will be addressed for each song in the annotated guide:
1. Poetic text (as represented in the music score)
2. Annotation of interpreted text
3. Rubric for categorizing and rating repertoire
4. Musical comments and considerations
5. International Phonetic Alphabet (IPA) transcription
In Literature for Teaching: A Guide for Choosing Solo Vocal Repertoire from a
Developmental Perspective, Westminster Choir College professor, Dr. Christopher
Arneson provides an exhaustive collection of rubrics, guidelines, and other suggestions
for teachers who wish to use repertoire as a tool to improve technical skills. While the
following guide does not explicitly focus on vocal technique, it does highlight common
musical elements used as criteria for selecting repertoire. Using Arneson’s “Rubric 4”
guidelines as a foundation for categorization97 (Table 4.1) and Dr. Nicole Sonbert’s
ranking system from her “Rubric for the Developing Singer,”98 I formulated a hybrid
song assessment rubric based on specific criteria. (Table 4.2)
As with most rubrics, a system of assessment accompanies the tool so that a level
of ease or difficulty can be assigned to the topic. The elements used in this guide are
melodic line, accompaniment, diction/articulation, range/tessitura, and text setting scored
on a scale from 1–5 (beginner to advanced). The sum of all possible points is 25,
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indicating the highest level of difficulty. A score between 5–9 points represents the
beginner level, a score between 10–17 points represents the intermediate level, and a
score between 18–25 points represents the advanced level.
Table 4.1 Rubric for Categorizing Repertoire Elements
Foundational Criteria

Problem Solving Questions

Melodic Elements

•
•
•
•
•

How is the vocal line constructed?
What is the intervallic structure?
Is the piece primarily driven by melody or text?
Do the phrases build upon each other?
Is it possible to break up phrases and insert
breaths?

Accompaniment

•

Is the accompaniment utilitarian, supportive,
independent, etc.?
Is the accompaniment part of the story line?
Is the accompaniment descriptive?

•
•
Diction/Articulation

•
•
•

Range/Tessitura

•
•
•

Text Setting

•
•

Consideration of challenging consonant clusters.
Closed position or difficult consonants on
challenging pitches?
Student’s knowledge of English, French, Italian,
Spanish, German languages, etc. or phonetics
and diction?
Will Vowel patterns assist in correcting vocal
faults?
How are high notes approached (i.e.)
dramatically?
Is the range too vast? Is the tessitura too low or
high?
Can a young singer sit in that particular part of
the voice for that long without fatiguing?
Syllabic, Patter Song, Lyric?
Does the text assist in memorization?
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Table 4.2 Song Evaluation Rubric and Ranking System
Beginner: 5-9; Intermediate: 10-17; Advanced: 18-25
Points Scale: 1-5
Text Setting
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Ranking

Melodic Line

Accompaniment

1

Steps or skips of a third or fifth;
mostly descending, stepwise lines;
simple and diatonic

Vocal line is double in the
piano; harmony is supported in
the melody line

No challenging consonant
clusters for the singer; Very
limited text at moderate
tempo

A range of a fifth or less; middle voice
(tessitura of a fifth or less - easy for
singer to sustain)

Melodic setting; no more
than two verses with four
lines of text; melodic

2

Steps, skips and leaps that are often
no greater than a fifth; descending
lines with occasional ascending
leaps or skips; small amounts of
chromaticism supported by the
accompaniment

Harmony is supportive of the
melodic line, but does not
always double the vocal line

Limited challenging
consonant clusters for the
singer; Text at a moderate
tempo

A range of one octave or less; Middle
voice (tessitura of fifth, but no more than
an octave and moderately comfortable
for the singer to sustain)

Lyric poetry; Two or
three verses with more
than four lines of text;
melodic setting

3

Steps, skips, and leaps that are
often no greater than an octave;
descending and ascending lines
with occasional leaps or skips;
small amounts of chromaticism
sometimes supported by the
accompaniment

Accompaniment rarely doubles
the vocal line; more harmonic
changes

Challenging consonant
clusters for the singer; Text
at a slower or faster tempo;
additional features like
alliterations

A range of an octave and a half or less;(
no more than an octave- moderately
challenging for the singer to sustain)

Syllabic setting; More
attention needed to sing
legato; More than 3
verses with 4 lines or
more of texts

4

Large leaps, steps, skips, and leaps
that are often greater than an
octave; mostly ascending lines with
leaps or skips; difficult intervals;
larger amounts of unsupported
chromaticism

Accompaniment rarely doubles
the vocal line; fast harmonic
changes

Challenging consonant
clusters and difficult
consonants on challenging
pitches for the singer; A lot
of text at a very slow or very
fast tempo

A range of more than one octave and a
half; (tessitura that is in a moderately
challenging area for the singerchallenging to sustain)

Not a melodic setting;
Syllabic setting;
Increasingly difficult to
sing legato; More than 3
verses with 4 lines or
more of texts (text does
not assist with
memorization)

5

Non-diatonic intervallic leaps,
varied and extreme; numerous
leaps and skips; extensive use of
unsupported chromaticism

Accompaniment never doubles
the vocal line; fast harmonic
changes

Very challenging consonant
clusters and difficult
consonants on challenging
pitches for the singer; Text at
varying levels of tempi

Extremes in range often presented;
(tessitura is extreme and stays in a
challenging area for the singer - difficult
to sustain)

Extremes of either lyrical
or syllabic; difficult
stress placement in the
music; More than 3
verses (difficult to
memorize)

Diction/Articulation

Range/Tessitura

No. 1: An African Love Song (A Song)

My heart to thy heart,
My hand to thine;
My lips to thy lips,
Kisses are wine
Brewed for the lover in sunshine and shade,
Let me drink deep then, my African maid.
Lily to lily,
Rose unto rose;
My love to thy love
Tenderly grows.
Rend not the oak and the ivy in twain,
Nor the swart maid from her swarthier swain.

This vibrant and lighthearted song describes an admirer telling his lover what it
would be like if they were in each other’s presence. He then lavishes her with
compliments in what appears to be a response to chapter 2 of the book of “Song of
Solomon” in the Bible. The woman in the scripture compares herself to a “rose of
Sharon” and a “lily of the valley” indicating that she is aware that she stands out to her
lover as someone singularly beautiful in the midst of the ordinary. The man then responds
and further elevates her beauty. The reference to “Song of Solomon” could be one of the
reasons Coleridge-Taylor changed Dunbar’s poetic title from “A Song,” in that Solomon
was an African king who entertained African royalty, such as the Ethiopian queen of
Sheba.
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Figure 4.1 Evaluation of Song: “An African Love Song”
Song Title:
Range:
Tessitura:
Voice:

An African Love Song
F4–Ab5
F4–F5
High (Soprano or Tenor)

Language:
Key:
Form:
Meter:
Tempo:
Length:

English
F Major
Strophic
2/4
♩= 92 bpm; Comodo
Approximately 2 minutes and 20 seconds

Ranking Total: 13/25
Ranking Level Assigned: INTERMEDIATE
CATEGORY

1

2

3

4

5

0

4

9

0

0

Melodic Line
Accompaniment
Diction & Articulation
Range & Tessitura
Text Setting
TOTAL

Musical Comments and Considerations:
•
•
•
•

F major is the tonal center; modulates momentarily to F minor.
Piano carries rhythmic contrast and diversity with patterns suggestive of drums in
the background in mm. 1-8 in the bass clef.
Harmonic tension is created in the melody from the first pitch, beginning on the
leading tone E5, clashing with the tonic pedal and dominant harmony in mm. 8-9.
Colorful, rich harmonic progressions resemble traditional sonorities of Romantic
era music.
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Text and IPA Transcription
Verse 1
My

heart

[maɪ

ˈhɑ:t

My

lips

to

thy

tu

ˈðaɪ ˈhɑːrt |

to

[maɪ ˈlɪps

heart,

thy

tu

My

lips,

hand

to

thine;

maɪ hænd

tu

ˈðaɪn]

Kisses

ˈðaɪ ˈlɪps

|

lover

ˈkɪsəz
in

are wine
ar

ˈwaɪn]

Brewed

for

the

sunshine

['bruːd

fɔ:

ðə

ˈlʌvɝ

ɪn

ˌsʌnʃaɪn

Let

me

drink

deep

then,

my

[ˈlɛt

miː

ˈdrɪŋk

ˈdi:p

ˈðɛn

| maɪ

and
ænd

shade,
ˈʃeɪd]

African

maid.

ˈæfrɪkən

ˈmeɪd]

Verse 2
Lily

to

[lɪli

tu

My

love

lily,
ˈlɪli

[maɪ ˈlʌv

Rose
|

to

ˈroʊz
thy

tu

ˈðaɪ

unto

rose;

ˈʌntuː

roʊz ]

love
ˈlʌv

|

Tenderly

grows.

ˈtɛndərli

ɡroʊz ]

Rend

not

the

oak

and

the

ivy

[rɛnd

nɑːt

ði

ˈoʊk

ænd

ði

ˈaɪvi

Nor

the

swart

maid

from

her

[ˈnɔːr

ðə

ˈswɔːrt

ˈmeɪd

frʌm

hɝ
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in
ɪn

twain,
ˈtweɪn]

swarthier
ˈswɔːrðiər

swain.
ˈsweɪn]

No. 2: A Prayer
Oh Lord, the hard won miles
Have worn my stumbling feet;
Oh soothe me with thy smiles,
And make my life complete.
The thorns were thick and keen
Where’er I trembling trod;
The way was long between
My wounded feet and God.
“A Prayer” is another indication of Dunbar’s fervent faith in the Deity, while also
acknowledging the feeling of spiritual and physical separation from God. The poet likens
himself to a weary traveler exhausted by the labors of life’s journey and torn by thorns
“thick and keen.” Dunbar’s bouts with depression, thoughts of self-harm, alcoholism, and
other life traumas lends itself to needing a moment to beg for relief. He felt that while on
earth, his prayer was answered by Alice being in his life.99
He makes a brief, impassioned plea that God would lead his “wounded feet” to
where “healing waters flow” and bestow the “gracious balm” he needs: “Where healing
waters flow do thou my footsteps lead. My heart is aching so; Thy gracious balm need.”
The third verse is not used in Coleridge-Taylor’s setting.

99

Safford, "Basic Concepts in the Poetry of Paul Laurence Dunbar," 47.
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Figure 4.2 Evaluation of Song: “A Prayer”
Song Title:
Range:
Tessitura:
Voice:

A Prayer
D#4–G5
E4–E5
High (Soprano or Tenor)

Language:
Key:
Form:
Meter:
Tempo:
Length:

English
A Major
Strophic
4/4
♩= 66 bpm; Lento
Approximately 1 minute and 40 seconds

Ranking Total: 13/25
Ranking Level Assigned: INTERMEDIATE
CATEGORY

1

2

3

4

5

0

4

9

0

0

Melodic Line
Accompaniment
Diction & Articulation
Range & Tessitura
Text Setting
TOTAL

Musical Comments and Considerations:
•
•
•
•
•

Exposed accompaniment in verse one using only rolled chords; Singer must have
a solid internal rhythmic pulse
Text encompasses the mood of a Negro Spiritual
Quiet and reverent melody that has a range of an 11th creating interest by
operating at the two extremes of its range
The tense climax appears in mm. 6-7 and eventually resolves moving the leading
tone - [G#] - to the tonic at the end of the song
The singer should be aware of aspirate consonants /h/, dental consonants /d/ & /l/,
and alliterations for optimal clarity
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Text and IPA Transcription
Verse 1
Oh

Lord,

[ˈoʊ

ˈlɔːd]

the

hard

[ðə

hɑ:d

won

miles

wɑːn

ˈmaɪlz]

Have

worn

my

stumbling

[hæv

ˈwɔːrn

maɪ

ˈ stʌmblɪŋ

feet;
ˈfiːt]

Oh

soothe

me

with

thy

smiles,

[ˈoʊ

ˈsuːð

miː

wɪð

ˈðaɪ

ˈsmaɪlz]

And

make

my

life

ˈmeɪk

maɪ

ˈlaɪf

The

thorns

were

thick

[ðə

ˈθɔːnz

wɝ

ˈθɪk

[ænd

complete.
kəmˈpliːt]

Verse 2
and
ænd

Where’er

I

trembling

trod;

[wɛəˈɛə

ˈaɪ

ˈtrɛmblɪŋ

ˈtrɑːd]

The

way

was

long

between

[ðə

ˈweɪ

wəz

lɔŋ

bɪˈtwiːn]

My

wounded

[maɪ

ˈwuːndəd

feet
ˈfiːt

keen
ˈkiːn]

and

God.

ænd

ˈɡɑːd]
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No. 3: A Starry Night
A cloud fell down from the heavens,
And broke on the mountain’s brow;
It scattered the dusky fragments
All over the vale below.
The moon and the stars were anxious
To know what its fate might be;
So they rushed to the azure op’ning,
And all peered down to see.

“A Starry Night” describes various atmospheric and astrological characters
watching and waiting for the fate of their comrade – the Cloud. The Mountain, Moon and
Stars are personified, creating a fairytale-like narrative. The mood of this poem represents
a child-like anxiousness – the same anxiousness and wonder that Dunbar experienced
while waiting for Alice to accept his marriage proposal – and ultimately the hope of
removing the clouds of doubt, revealing clarity in the night’s sky.
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Figure 4.3 Evaluation of Song: “A Starry Night”
Song Title:
Range:
Tessitura:
Voice:

A Starry Night
E4–G5
G4–G5
High (Soprano or Tenor)

Language:
Key:
Form:
Meter:
Tempo:
Length:

English
C Major
Strophic
2/4
♩= 92 bpm; Allegretto
Approximately 1 minute and 15 seconds

Ranking Total: 15/25
Ranking Level Assigned: INTERMEDIATE
CATEGORY

1

2

3

4

5

0

0

15

0

0

Melodic Line
Accompaniment
Diction & Articulation
Range & Tessitura
Text Setting
TOTAL

Musical Comments and Considerations:
•
•
•
•
•
•

Text is very syllabic
The composer determines the melodic rhythm by adhering to the syllables of the
text; Independent vocal line
Crisp beginning, medial, and ending consonants are necessary
C major with harmonic expansions and mode shifts to A minor
Active melodic contour
The vocal line is a leisurely-paced ascent to melodic climax in m. 13, and a quick
descent by primarily conjunct motion to the cadence at m. 19 and repeating in the
second verse
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No 3: A Starry Night
Verse 1
A

cloud

fell

down

from

the

heavens,

[ə

ˈklaʊd

ˈfɛl

daʊn

frʌm

ðə

ˈhɛvənz]

And

broke

on

[ænd

broʊk

ˈɑːn

It

scattered

the

mountain's

ðə

brow;

ˈmaʊntənz

the

dusky

[ˈɪt

ˈskætɜd

ðə

All

over

the

vale

[ɔ:l

ˈoʊvɝ

ðə

ˈveɪl

ˈbraʊ]

fragments

ˈdʌski

ˈfræɡmənts]

below.
bɪˈloʊ]

Verse 2
The

moon

[ðə

ˈmuːn

and

the

ænd

stars

ðə

were

ˈstɑːz

anxious

wɝ

ˈæŋkʃəs]

To

know

what

its

fate

might

be;

[tu

ˈnoʊ

wɑt

ɪts

ˈfeɪt

ˈmaɪt

bi]

So

they

[soʊ ˈðeɪ

rushed

to

the azure

ˈrʌʃt

tu

ði

ˈæʒur

And

all

peered

down

to

see.

[ænd

ɔ:l

ˈpɪrd

daʊn

tu

ˈsiː]

op’ning,
oʊp'nɪŋ]
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No. 4: Dawn
An angel, robed in spotless white,
Bent down and kissed the sleeping Night.
Night woke to blush; the sprite was gone.
Men saw the blush and called it Dawn.

“Dawn” is a short and simple poem captures the spirit of a new morning and the
red-blushed hue that spans the waking horizon. It was created by an angel kissing Night
(Night is personified). Humans saw the sky blush; they named it Dawn (also personified).
The song is like a vignette, utilizing imagery in a lullaby-like tone. The sprite is a
reference to the Angel. A sprite is thought of as some sort of mystical creature, both good
and evil.
Dunbar, whether in the duality of his writing style, or in the characterizations
portrayed in his poetry, tends to highlight themes of light and dark, daytime and
nighttime, purity and impure. In this poem, he fantasizes about a being that is associated
with purity, waking him and bringing light to the darkness of his night. Even if
experience was nothing but a short-lived experience, the night birthed the dawn of a new
day.100
Further examination of this poem could reveal the darker, more toxic character
traits of Dunbar. He had a history of being a “disengaged” and “loose” man with many
women, all while attempting to win Alice Moore’s hand in marriage. He was also known

100 Safford, "Basic Concepts in the Poetry of Paul Laurence Dunbar," 40-41.
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to compromise the sexuality of women and then not return101 – “the sprite was gone.”
“Dawn,” while melodically and textually sounding innocent and pure, could actually
challenge the conventional idea of a pure angel and reveals a mockery, where the
character roles of light and dark are reversed. “Men saw the blush and called it Dawn”
describes the smile that a woman would have waking in the morning, with expectancy,
only to find abandonment. This idea is a dark highlight on Dunbar’s engagements with
women and the cultural acceptance of a gendered society and male privilege. Society’s
allowance of men being unattached romantically, but also employing the double standard
of impurity and immorality for a woman of the nineteenth century. But, alas, this could
simply be a poem of fantasy.

Eleanor C. Alexander, Lyrics of Sunshine and Shadow : The Tragic Courtship and Marriage of Paul
Laurence Dunbar and Alice Ruth Moore (New York and London: New York University Press, 2001).

101
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Figure 4.4 Evaluation of Song: “Dawn”
Song Title:
Range:
Tessitura:
Voice:

Dawn
F4–Ab5
F4–F5
High (Soprano or Tenor)

Language:
Key:
Form:
Meter:
Tempo:
Length:

English
A-flat Major
One-part form
3/4
♩= 72 bpm; Adagio
Approximately 1 minute and 15 seconds

Ranking Total: 10/25
Ranking Level Assigned: INTERMEDIATE
CATEGORY

1

2

3

4

5

1

6

3

0

0

Melodic Line
Accompaniment
Diction & Articulation
Range & Tessitura
Text Setting
TOTAL

Musical Comments and Considerations:
•
•
•

Singers should be prepared to sing long, legato lines given the tempo; continuous
airflow is especially necessary for the final floating A-flat at the end of the song.
This melody differs from the others in the cycle in that is a setting for a poem of
only one verse. Each phrase has its own micro-climax and text painting.
The harmonic progression takes shape in three different areas:
o Tonic to submediant (I -> vi) in mm. 2-6
o Moves to the raised mediant (III) in mm. 10-14
o Progression from the mediant back to the tonic (III -> I) in mm. 15-18
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Text and IPA Transcription
An

angel,

[æn

ˈeɪndʒəl]

robed

in

spotless

white,

[roʊbd

ɪn

ˈspɑːtləs

ˈwaɪt]

Bent

down

and

kissed

the

sleeping

Night.

[ˈbɛnt

daʊn

ænd

ˈkɪst

ðə

ˈsli:pɪŋ

ˈnaɪt]

Night

woke

to

blush;

sprite

was

gone.

ðə

ˈspraɪt

wəz

ˈɡɔn]

[naɪt

woʊk

tu

ˈblʌʃ

Men

saw

the

blush

and

called

ðə

ˈblʌʃ

ænd

ˈkɔld

[mɛn

sɔ:

|

the

66

it
ˈɪt

Dawn.
ˈdɔn]

No. 5: Ballad
I know my love is true,
And oh the day is fair,
The sky is clear and blue,
The flowers are rich of hue,
The air I breathe is rare,
I have no grief or care;
For my own love is true,
And oh the day is fair.
My love is false I find,
And oh the day is dark.
Blows sadly down the wind,
While sorrow holds my mind;
I do not hear the lark,
For quenched is life’s dear spark-My love is false I find,
And oh the day is dark!
For love doth make the day
Or dark or doubly bright;
Her beams along the way
Dispel the gloom and gray.
She lives and all is bright,
She dies and life is night.
For love doth make the day,
Or dark or doubly bright.
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“Ballad” explains how a lover’s loyalty brings a bright day and joy while a lover’s
deceit brings a dark day and sadness. It suggests something of Dunbar’s belief that love
has the power to transform all forms of symbolic darkness. He ascribes to the notion that
love reciprocated is the culminating factor of happiness and joy. When this is not
fulfilled, Dunbar always utilizes his paradoxical voice to express this internal struggle.
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Figure 4.5 Evaluation of Song: “Ballad”
Song Title:
Range:
Tessitura:
Voice:

Ballad
F#4–G5
F#4–F#5
High (Soprano or Tenor)

Language:
Key:
Form:
Meter:
Tempo:
Length:

English
G Major
Strophic
6/8
♩. = 52 bpm; Moderato
Approximately 3 minute and 15 seconds

Ranking Total: 16/25
Ranking Level Assigned: INTERMEDIATE
CATEGORY

1

2

3

4

5

0

0

12

4

0

Melodic Line
Accompaniment
Diction & Articulation
Range & Tessitura
Text Setting
TOTAL

Musical Comments and Considerations:
•
•
•
•

Rhythmically and tonally involved - The singer and pianist should be prepared for
quick key changes and mode shifts throughout.
Syllabic text setting; Three strophic verses of more than 4 lines; Strong
memorization skills needed here.
G major, with tonalities in G minor, F major, and F-sharp major
At the very end of the piece, in a jubilant gesture, the composer augments the
vocal line rhythm on “For love doth make the day” and final cadence is extended.
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Text and IPA Translation

Verse 1
I

know

my

is

true,

[ˈaɪ

ˈnoʊ

maɪ

ˈlʌv

ɪz

ˈtruː]

And

oh

the

day

is

fair,

[ænd

ˈoʊ

ðə

ˈdeɪ

ɪz

ˈfɛɚ]

The

sky

is

clear

[ðə

skaɪ

ɪz

The

flowers

are

[ðə

ˈflaʊəz

ar

The air

I

love

ˈklɪr
rich

[ði ˈɛɚ ˈaɪ ˈbriːð
I

ˈbluː ]
hue,

ʌv

ɪz ˈreɚ]

[ˈaɪ hæv

ˈnoʊ ˈɡriːf

ɔːr

ˈkɛɚ]

For

my

own

love

is

true,

[fɔ

maɪ ˈoʊn

ˈlʌv

ɪz

ˈtruː]

the

day

is

fair.

ðə

ˈdeɪ

ɪz

ˈfɛɚ]

[ænd ˈoʊ

ˈhjuː]

rare,

or

oh

no

ænd

grief

And

have

blue,

of

ˈrɪtʃ

breathe is

and

care;
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Verse 2
My

love

[maɪ

ˈlʌv

And

oh

[ænd

ˈoʊ

is

false

I

find,

ɪz

ˈfɔːls

ˈaɪ

ˈfaɪnd]

the day
ðə

ˈdeɪ

is

dark.

ɪz

ˈdɑːk]

Blows

sadly

down

the

wind,

[bloʊz

ˈsædli

daʊn

ðə

waɪnd]

While

sorrow

holds

my

mind;

[ˈwaɪl

ˈsɔːroʊ

hoʊldz

maɪ

ˈmaɪnd]

I

do

not

hear

[ˈaɪ du: nɑːt ˈhɪɚ

the
ðə

ˈlɑːk]

life’s

sweet

For quenched

is

[fɔ

ɪz ˈlaɪfs

My

kwɛntʃt
love is

lark,

false

I

ˈswit

ɪz

ˈfɔːls

And

the

day

is

dark!

ˈdeɪ

ɪz

ˈdɑːk]

[ænd

ˈoʊ ðə

ˈspɑːk]

find,

[maɪ ˈlʌv
oh

spark--

ˈaɪ ˈfaɪnd]
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Verse 3
For

love

doth

make

[fɔ

ˈlʌv

ˈdɔθ

Or

dark

or

[ɔːr

ˈdɑːk

ɔːr

the

ˈmeɪk

ðə

doubly
ˈdʌbli

day

bright;
ˈbraɪt]

Her

beams

along

the way

[hɜ

ˈbiːmz

ʌˈlɔːŋ

ðə

Dispel

the

[ˌdɪˈspel ðə

ˈdeɪ]

ˈweɪ]

gloom

and

gray.

ˈɡluːm

ænd ˈɡreɪ]

She

lives

and

all

is

[ˈʃi:

lɪvz

ænd

ɔ:l

ɪz

She

dies

and

life

is

night.

[ˈʃi: ˈdaɪz ænd

ˈlaɪf

ɪz

ˈnaɪt]

For
[fɔ
Or

love
ˈlʌv
dark

[ɔːr ˈdɑːk

doth
ˈdɔθ
or
ɔːr

bright,
ˈbraɪt]

make

the day,

ˈmeɪk

ðə

doubly
ˈdʌbli

ˈdeɪ]

bright.
ˈbraɪt]
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No. 6: Over the Hills

Over the hills and the valleys of dreaming
Slowly I take my way.
Life is the night with its dream-visions teeming,
Death is the waking at day.
Down thro’ the dales and the bowers of loving,
Singing, I roam afar.
Daytime or night-time, I’m constantly roving,-Dearest one, thou art my star.

“Over the Hills” is a poem in the first person about a lonely wanderer hopelessly
alleviating his woes thoughts by traversing the metaphorical hills and valleys of death.
His only solace is knowing that he is guided and upheld by his loved one’s spirit “dearest one thou art my star.” Dunbar’s style is consistent and recognizable in showing
that pain and sorrow, darkness and sadness ultimately result in the emergence of joy and
light.
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Figure 4.6 Evaluation of Song: “Over the Hills”
Song Title:
Range:
Tessitura:
Voice:

Over the Hills
D4–F#5
F#4–F#5
High (Soprano or Tenor)

Language:
Key:
Form:
Meter:
Tempo:
Length:

English
D Major
Strophic
3/4
♩ = 100 bpm; Comodo
Approximately 1 minute and 45 seconds

Ranking Total: 13/25
Ranking Level Assigned: INTERMEDIATE
CATEGORY

1

2

3

4

5

0

4

9

0

0

Melodic Line
Accompaniment
Diction & Articulation
Range & Tessitura
Text Setting
TOTAL

Musical Comments and Considerations:
•
•
•
•

Accompaniment is rhythmically driven and provides excellent breathing room for
the singer
Melodic setting of the text; Requires access to and strength in chest resonance and
mixed registers
Tonic and submediant contrasts in the piano introduction provides a preview of
the harmonic material in the piece
This melody, with its gently rising and falling melodic motion paints the “hills,
valleys, and dream-visions” that Dunbar describes in the poem.
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Text and IPA Transcription
Verse 1
Over
the
[ˈoʊvɚ ðə

hills
ˈhɪlz

and
ænd

Slowly I
[ˈsloʊli ˈaɪ

take
ˈteɪk

my
maɪ

Life
[ˈlaɪf

is
ɪz

the
ðə

the valleys
ðə ˈvæliz

dreaming
ˈdriːmɪŋ]

way.
ˈweɪ]

night with
naɪt wɪð

Death is the waking
[ˈdɛθ
ɪz ðə ˈweɪkɪŋ

of
ʌv

at
æt

its
ɪts

dream-visions
ˈdriːm ˈvɪʒənz

teeming,
ˈtiːmɪŋ]

day.
ˈdeɪ]

Verse 2
Down
[daʊn

thro’
θruː

the dales and
ðə ˈdeɪlz ænd

Singing, I
roam
[ˈsɪŋɪŋ | ˈaɪ roʊm
Daytime
[ˈdeɪtaɪm

the bowers
ðə ˈbaʊərz

of
ʌv

loving,
ˈlʌvɪŋ]

afar.
ʌˈfɑːr]

or
night-time,
ɔːr ˈnaɪt taɪm |

Dearest one,
thou art
[ˈdɪrəst wʌn | ˈðaʊ ɑ:t

I’m constantly
ˈaɪm ˈkɑːnstəntli
my
star.
maɪ ˈstɑːr]
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roving,-ˈroʊvɪŋ]

No. 7: How Shall I Woo Thee

How shall I woo thee to win thee, mine own?
Say in what tongue shall I tell of my love.
I who was fearless so timid have grown,
All that was eagle has turned into dove.
The path from the meadow that leads to the bars
Is more to me now than the path of the stars.
How shall I woo thee to win thee, mine own,
Thou who art fair and as fair as the moon?
Had I the strength of the torrent's wild tone,
Had I the sweetness of warblers in June;
The strength and the sweetness might charm and persuade,
But neither have I my petition to aid.
How shall I woo thee to win thee, mine own?
How shall I traverse the distance between
My humble cot and your glorious throne?
How shall a clown gain the ear of a queen?
Oh teach me the tongue that shall please thee the best,
For till I have won thee my heart may not rest.
“How Shall I Woo Thee” depicts the totality of Dunbar’s pursuit, attainment, and
ultimate loss of Alice’s hand in marriage. He uses metaphors, personification, and
repetition to highlight his awareness of their social status and courtship etiquette among
the African American elite.102 “How shall a clown gain the ear of a queen?” shows that
Dunbar understood proper etiquette for courting a woman and had the advantage of his

102

Alexander, Lyrics of Sunshine and Shadow 5.
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refined writing skills to use words for his advantage. A clown and a queen are obviously
of different social classes – much like Dunbar and Alice Moore, prior to their marriage.
The phrase “How Shall I woo thee to win thee, mine own” is repeated at the beginning of
each verse to emphasize Dunbar’s persistence and insistence of receiving an answer. The
final line “for till I have won thee my heart may not rest” highlights Dunbar’s obsession
with the attainment of love.
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Figure 4.7 Evaluation of Song: “How Shall I Woo Thee”
Song Title:
Range:
Tessitura:
Voice:

How Shall I Woo Thee
Gb4–Gb5
Gb4–Gb5
High (Soprano or Tenor)

Language:
Key:
Form:
Meter:
Tempo:
Length:

English
G-flat Major
Strophic
3/4
♩ = 125 bpm; Allegro
Approximately 3 minutes and 35 seconds

Ranking Total: 16/25
Ranking Level Assigned: INTERMEDIATE
CATEGORY

1

2

3

4

5

0

0

12

4

0

Melodic Line
Accompaniment
Diction & Articulation
Range & Tessitura
Text Setting
TOTAL

Musical Comments and Considerations:
•
•
•
•
•

Independent piano line; supports the vocal line even with some of the chromatic
harmonies
Lyrical with some varied word stresses on weak and strong syllables
Melody is presented with four measure segments that occur three times
sequentially; each segment begins on a progressively higher pitch.
The harmonic activity of G-flat major is intensified by the use of secondary
dominant relationships throughout.
Overall tonal structure indicates emotional unrest and conflict.
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Text and IPA Transcription
Verse 1
How
[haʊ

shall I
woo
ʃæl
ˈaɪ ˈwuː

Say in
[ˈseɪ ɪn

thee
ˈðiː

what tongue
wʌt
ˌtʌŋ

I who was
[ˈaɪ ˈhuː wəz

fearless
ˈfɪrləs

from
frʌm

Is
[ɪz

to
tu

more
mɔr

the
ðə
me
mi

shall
ʃæl

I
tell of
my
ˈaɪ ˈtɛl ʌv maɪ

so timid
soʊ ˈtɪmɪd

All that was eagle
[ɔ:l ðæt wəz ˈi:gəl
The path
[ðə pɑ:θ

to win thee, mine own?
tu ˈwɪn ˈðiː | ˈmaɪn ˈoʊn]

has
ˈhæz

now
naʊ

have grown,
hæv ˈɡroʊn]

turned
ˈtɝːnd

meadow
ˈmɛdoʊ
than
ðæn

love.
ˈlʌv]

into
dove.
ˌɪnˈtuː ˈdʌv]

that leads to the bars
ðæt ˈliːdz tu ðə ˈbɑːz]
the path of
ðə pæθ ʌv

the
ðə

stars.
stɑːz]

Verse 2
How shall I
[ˌhaʊ ʃæl ˈaɪ

woo thee
ˈwuː ˈðiː

Thou
[ðaʊ

fair
fɛr

Had
[hæd

who art
hu
ɑrt

to

win thee,
tu ˈwɪn ˈðiː

mine own,
| ˈmaɪn ˈoʊn]

and
ænd

as
far as
æz fɑr æz

the
ðə

I
the strength of
aɪ ðə strɛŋkθ
ʌv

the torrent's
ðə ˈtɔrənts

wild
waɪld

Had I
the sweetness
[hæd aɪ ðə ˈswitnəs

of
ʌv

moon?
mun]
tone,
toʊn]

warblers in June;
ˈwɔrblərz ɪn ʤun]

The strength and the sweetness might charm and
persuade,
[ðə strɛŋkθ ænd ðə ˈswitnəs
maɪt ʧɑ:m ænd pərˈsweɪd]
But neither
[bʌt ˈniðər

have I
my petition to aid.
hæv aɪ maɪ pəˈtɪʃən tu eɪd]
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Verse 3
How
[ˌhaʊ

shall I
woo
ʃæl
ˈaɪ ˈwuː

thee
ˈðiː

to win thee, mine own?
tu ˈwɪn ˈðiː | ˈmaɪn ˈoʊn]

How shall I traverse the distance between
[haʊ ʃæl aɪ trævərs ðə ˈdɪstəns
bɪˈtwin]
My
[maɪ

humble cot and
ˈhʌmbəl kɑt ænd

your glorious
jʊər ˈglɔriəs

throne?
θroʊn]

How shall a clown
[haʊ ʃæl ə klaʊn

gain the ear of a queen?
geɪn ði
ir ʌv ə kwin]

Oh teach me the
[oʊ tiʧ
mi ðə

tongue that shall please
tʌŋ
ðæt ʃæl pliz

thee
ði

the best,
ðə bɛst]

For till I
have won thee my heart may not rest.
[fɔr tɪl aɪ hæv wʌn ði
maɪ hɑrt meɪ nɑt rɛst]
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CONCLUSION
This work highlights the underrepresented Black Art Song through a
historical lens, examines the musical and poetic aesthetics of Samuel ColeridgeTaylor and Paul Laurence Dunbar, and provides a guide to African Romances, Op. 17
for performers, teachers and scholars of classical vocal repertoire. It challenges
antiquated traditions that once dictated who and what can be included in the classical
music canon and fills the void where a guide to the music and literature was previously
absent. Those teaching and studying voice now have a tool – a historical framework, an
annotated guide, and a song evaluation rubric – to study African Romances in a
comprehensive and systematic method.
The study of African Romances, Op. 17 provides a pathway to the literary,
stylistic, historical and performance aspects of the early Black art song. Two central
observations can be drawn from the study of African Romances:
1. The title African Romances is in itself programmatic and causes one to form
ideas beforehand as to what themes the cycle might contain.
2. With the exception of “An African Love Song,” any reference to culture or
ethnicity does not overtly present itself in the music.
This means that while there are characteristics that define the composition of a Black art
song, the resulting art is not monolithic. Black art songs may or may not fit the expected
associative filters of an Afrocentric sound, and their cultural authenticity should not be
challenged. On the accounts of history presented in this study, these art songs reflect
Dunbar’s poetic aesthetic as an African American man captured through the lens of
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Coleridge-Taylor’s African-British musical perspective, and the joint acknowledgment
of their blackness and ancestral African roots.
As an advocate for classical music of the African Diaspora, I am excited to
develop and share scholarly work that enables audiences to experience sounds and ideas
that help foster change in the arts. By embracing a music culture free from
gate-keeping and exclusion, there is an opportunity to cultivate future audiences,
performers, and scholars, by introducing them to music of other cultures and
viewpoints. This treatise is an invitation to explore the ever-growing world of the
Black art song.
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PART TWO
RECITAL PROGRAMS AND PROGRAM NOTES
DMA VOICE LECTURE-RECITAL: AFRICAN ROMANCES, OP. 17
The University of Kentucky
School of Music
Presents
Makeda Hampton, Soprano
In a Doctoral Voice Lecture-Recital
with Professor Cliff Jackson, Piano
May 9, 2019
Lucille C. Little Fine Arts Library
John Jacob Niles Gallery
1:00 P.M.
Program
I. Lecture
“An Interpretive Guide to the Art Songs of Samuel Coleridge-Taylor through the Poetic
Lens of Paul Laurence Dunbar”

II. Performance
African Romances, Op. 17 (1897)
An African Love Song
A Prayer
A Starry Night
Dawn
Ballad
Over the Hills
How Shall I Woo Thee?

Samuel Coleridge-Taylor
(1875-1912)

This recital is presented in partial fulfillment of the requirements of the Doctor of
Musical Arts in Voice Performance. Makeda Hampton is a student of Dr. Angelique
Clay-Everett.
83

Texts
Paul Laurence Dunbar (1872-1906)
From Majors and Minors (1895)
A Song
(An African Love Song)
My heart to thy heart,
My hand to thine;
My lips to thy lips,
Kisses are wine
Brewed for the lover in sunshine and shade,
Let me drink deep then, my African maid.

Ballad
I know my love is true,
And oh the day is fair,
The sky is clear and blue,
The flowers are rich of hue,
The air I breathe is rare,
I have no grief or care;
For my own love is true,
And oh the day is fair.

Lily to lily,
Rose unto rose;
My love to thy love
Tenderly grows.
Rend not the oak and the ivy in twain,
Nor the swart maid from her swarthier swain.

My love is false I find,
And oh the day is dark.
Blows sadly down the wind,
While sorrow holds my mind;
I do not hear the lark,
For quenched is life’s dear spark-My love is false I find,
And oh the day is dark!

A Prayer
Oh Lord, the hard won miles
Have worn my stumbling feet;
Oh soothe me with thy smiles,
And make my life complete.

For love doth make the day
Or dark or doubly bright;
Her beams along the way
Dispel the gloom and gray.
She lives and all is bright,
She dies and life is night.
For love doth make the day,
Or dark or doubly bright.

The thorns were thick and keen
Where’er I trembling trod;
The way was long between
My wounded feet and God.
A Starry Night
A cloud fell down from the heavens,
And broke on the mountain's brow;
It scattered the dusky fragments
All over the vale below.

Over the Hills
Over the hills and the valleys of dreaming
Slowly I take my way.
Life is the night with its dream-visions
teeming,
Death is the waking at day.

The moon and the stars were anxious
To know what its fate might be;
So they rushed to the azure op’ning,
And all peered down to see.

Down thro’ the dales and the bowers of loving,
Singing, I roam afar.
Daytime or night-time, I’m constantly roving,Dearest one, thou art my star.

Dawn
An angel, robed in spotless white,
Bent down and kissed the sleeping Night.
Night woke to blush; the sprite was gone.
Men saw the blush and called it Dawn.
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How Shall I Woo Thee
How shall I woo thee to win thee, mine own?
Say in what tongue shall I tell of my love.
I who was fearless so timid have grown,
All that was eagle has turned into dove.
The path from the meadow that leads to the bars
Is more to me now than the path of the stars.
How shall I woo thee to win thee, mine own,
Thou who art fair and as fair as the moon?
Had I the strength of the torrent's wild tone,
Had I the sweetness of warblers in June;
The strength and the sweetness might charm and persuade,
But neither have I my petition to aid.
How shall I woo thee to win thee, mine own?
How shall I traverse the distance between
My humble cot and your glorious throne?
How shall a clown gain the ear of a queen?
Oh teach me the tongue that shall please thee the best,
For till I have won thee my heart may not rest

*Program Notes for the lecture-recital now represent the content of the dissertation
document in Part I.
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DMA VOICE CHAMBER RECITAL
The University of Kentucky
School of Music
Presents
Makeda Hampton, Soprano
In a Doctoral Voice Chamber Recital
with Professor Cliff Jackson, Piano
Adria Sutherland, Clarinet
Joshua Bermudez, Cello
Jeffrey Barrington, Trumpet
Joel Murtaugh, Double Bass
Blake Brooks, Jazz Set
November 29, 2018
Karpf (Pavilion-A) Auditorium
University of Kentucky Chandler Hospital
7:00 P.M.
Program
Honey and Rue
First I’ll Try Love
Whose House is This?
The Town is Lit
Do You Know Him?
I Am Not Seaworthy
Take My Mother Home

André Previn (1929-2019)

Op. 82, Concerto for Coloratura Soprano
Movement I: Andante in F minor
Movement II: Allegro in F major

Reinhold Glière(1875-1956)

Op. 410, Frühlingsstimmen

Johann Strauss, II (1825-1899)

This recital is presented in partial fulfillment of the requirements of the Doctor of
Musical Arts in Voice Performance. Makeda Hampton is a student of Dr. Angelique
Clay-Everett.
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Honey and Rue (Morrison)
First I’ll Try Love
First
I’ll try love.
Although I’ve never heard the word
Referred to even whispered to
Me
First I’ll try love.
So when winter comes And sundown becomes
My time of day, If anybody asks, I can say,
“First, I tried love.”

It’s been requested:
puppies,
a window of blossoming pear trees
and a place for the robins to nest.
But I know that somewhere, out there
Geminis split
Sagittarians kick
To the music in all the cafés
Aquarians throw
Gold on the floor
To rival the glitter it makes
Pisces swim
Over the rim
Knowing they’ve got what it takes
To cut through the dark
And get to the heart of the music in all the
cafés

Whose House Is This?
Whose house is this?
Whose night keeps out the light In here?
Say, who owns this house?
It’s not mine. I had another, sweeter, brighter,
With a view of lakes crossed in painted boats;
Of fields wide as arms opened for me.
This house is strange. Its shadows lie.
Say, tell me, why does its lock fit my key?

Do You Know Him?
Do you know him?
Easy (My God)
He’s easy to take, to mistake
So easy.
Do you know him?
He lasts (My Lord)
How long so long so long
He lasts.
Do you know him? I know him.
He’s easy.

The Town Is Lit
It’s been suggested:
well kept lawns and fences
white porch swings and toast by the fire.
It’s been requested:
puppies,
a window of blossoming pear trees
and a place for the robins to nest.
But I know that somewhere, out there
The town is lit
The players begin
To make music in all the cafés
Clowns on wheels
Linger to steal
Foxes that click on the curb
Lovers expecting
The night to protect them
The moon too far to disturb
Trees in the park
Dance after dark
To music in all the cafés.
It’s been suggested:
well kept lawns and fences
white porch swings and toast by the fire.

I Am Not Seaworthy
I am not seaworthy.
Look how the fish mistake my hair for home.
I had a life, like you.
I shouldn’t be riding the sea.
I am not seaworthy.
Let me be earth-bound, star-fixed,
Mixed with sun and smacking air.
Give me the smile, the magic kiss
To trick little boy death of my hand.
I am not seaworthy.
Look how the fish mistake my hair for home.
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Take My Mother Home
My lady rides a Tennessee stud with a tiny whip in her hand.
The afternoon sky is kind to her
and the wind is in love with her veil.
Her coat is as red as her heart.
The spurs on her heels glint like knives where the flesh of the stud is soft.
I wish I had me a fast-footed horse;
a veil to wrap my mind.
I wish I had me a tiny little whip
and a heart that could close like a coat.
Take my mother home; take my mother on home
I ain’t free; never mind about me
Take my mother home.
Take my father home; let my father see his home
I ain’t free; don’t worry about me
Take my father home.
Take my sister home; lead my sister home
I ain’t free; forget about me
Take my sister home.
Take my brother home; show him the way to get home
I ain’t free; it don’t matter about me
Take my brother home.
Take my baby home; take my baby home
I ain’t free and I never will be
Take my pretty baby on home.
Home.
Home.
I can stay here all alone if you
Take my mother home.
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Frühlingsstimmen

Spring Voices

Die Lerche in blaue Höh entschwebt,
der Tauwind weht so lau;
sein wonniger milder Hauch belebt
und küßt das Feld, die Au.
Der Frühling in holder Pracht erwacht, ah alle
Pein zu End mag sein,
alles Leid, entflohn ist es weit!
Schmerz wird milder, frohe Bilder,
Glaub an Glück kehrt zurück;
Sonnenschein, ah dringt nun ein,
ah, alles lacht, ach, ach, erwacht!

The lark rises into the blue,
the mellow wind mildly blowing;
his lovely mild breath revives and kisses the
field, the meadow.
Spring in all its splendor rises,
ah all hardship is over,
sorrow becomes milder,
good expectations,
the belief in happiness returns;
sunshine, you warm us,
ah, all is laughing, oh, oh awakes!

Da strömt auch der Liederquell,
der zu lang schon schien zu schweigen;
klingen hört dort wieder rein und hell süße
Stimmen aus den Zweigen!
Ah leis' läßt die Nachtigall
schon die ersten Töne hören,
um die Kön'gin nicht zu stören,
schweigt, ihr Sänger all!
Voller schon klingt bald ihr süßer Ton.
Ach ja bald, ah, ah ja bald!
Ah, ah, ah, ah!

A fountain of songs is rising,
who has been silent for too long;
from the brush sounds clear and light
the sweet voice again!
Ah, gently the nightingale lets
stream the first notes,
so as not to disturb the queen;
hush, all you other singers!
More powerful soon chimes her sweet voice. Oh,
soon, oh, oh soon!
Ah........

O Sang der Nachtigall, holder Klang, ah ja!
Liebe durchglüht, ah, ah, ah,
tönet das Lied, ah und der Laut,
süß und traut, scheint auch Klagen zu tragen, ah
ah wiegt das Herz in süße Träumerein,

Oh, song of the nightingale, sweet sound, ah yes!
Glowing with love, ah, ah, ah,
sounds the song, ah and the sound,
sweet and cozy, seems to carry a plaintive note,
ah, ah rocks the heart to sweet dreams,

ah, ah, ah, ah, leise ein!
Sehnsucht und Lust
ah ah ah wohnt in der Brust,
ah, wenn ihr Sang lockt so bang,
funkelnd ferne wie Sterne,
ah ah zauberschimmernd wie des Mondes Strahl,
ah ah ah ah wallt durchs Tal!
Kaum will entschwinden die Nacht,
Lerchensang frisch erwacht,
ah, Licht kommt sie künden,
Schatten entschwinden! ah!

ah, ah, ah, ah, most gently!
Longing and desire
ah, ah, ah lives in my breast,
ah, if the song anxiously calls for me,
from afar the stars twinkle,
ah, ah in shimmering magic like the moons
beam, ah, ah, ah, ah wavers trough the valley!
As haltingly vanishes the night,
the lark starts to sing,
ah, the light she promises,
shadows recede! Ah!

Ah des Frühlings Stimmen klingen traut,
ah ja, ah ja ah o süßer Laut,
ah ah ah ah ach ja!

Ah springs voices sound like home,
Ah yes, ah yes oh sweet sound,
Ah, ah, ah, ah, ah yes.
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Honey and Rue (1992)
Composer: André Previn (1929-2019)
Text: Toni Morrison (1931-2019)
In 1970, Nobel Prize winner Toni Morrison (born Chloe Wofford) wrote her first
and widely acclaimed novel The Bluest Eye, later inspiring the operatic soprano Kathleen
Battle to request lyrics for a song cycle. Morrison responded with a collection of six
poems that are not about a particular story or singular theme, but instead use images of
yearning, satisfaction, and resolution throughout. The lives of women and African
Americans are the inspiration for the poems.103 The Academy Award-winning composer
and conductor André Previn was then commissioned to set the poetry to music for Ms.
Battle. The result was Honey and Rue – a six-song composition for soprano, orchestra,
and occasional jazz ensemble – completed and premiered by Kathleen Battle in 1992.104
Toni Morrison’s collaboration with André Previn on Honey and Rue was her first
attempt at writing lyrics for the classical art song genre. She and Previn mutually agreed
on its final title.105 Morrison believes that the challenge of writing song lyrics lies in the
fact that the words do not have to make their own music and that composer will create it.
She attempts to let the language hold music, but not be the music. In her approach to
writing the lyrics for Honey and Rue, she incorporated her personal ideas about classical
literary works such as Shakespeare’s Hamlet and Charlotte Perkins Gilman’s The Yellow

103 Toni

Morrison. Interview. Jacket notes. By Matthew Gurewitsch. Honey and Rue. With Kathleen Battle
and Orchestra of St. Luke’s. Deutsche Grammophon, 1995.
104 Ibid.
105 Ibid.
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Wallpaper. Morrison also considered vivid themes such as expectation, love, the glamour
of nightlife, anger at the absence of a man and the shame of the dying.106
Aptly, the texts of Honey and Rue exemplify characteristics that are found in
much of Morrison’s earlier writings. They depict the dichotomy of light and shadow, love
and the absence thereof, and pain of being in a strange place while simultaneously
assimilating into a new home life. Honey – the sweet, thick, golden, and Rue – the bitter,
regretful, and pitiful form the deep narrative that Morrison created, and that Previn used
as his vocal and orchestra canvas. Finally, a key writing device to lookout for in
Morrison’s poems is her use of narratives that straddle history. She traverses from the
past to the future, sometimes without worrying about stopping in the present.107
An instrumental statement opens “First I’ll Try Love,” which is a look back on
an unattainable love, hopeful, but with an underlying expectation of disappointment. The
orchestral accompaniment is well- written and provides a substantial amount of drama for
the song. The orchestra also supplies the rhythmic momentum, for the piece. The rhythms
are aggressive and unpredictable. Syncopation, triplet figures, and Previn’s signature
changing meters accomplish this with success.
The second song, “Whose House is This?” begins with hovering strings and
depicts the alienation inherent in the African American experience. The musical setting is
intensely atmospheric, and the vocal setting slow and deliberate. In the opening line,
“Whose” is a possessive pronoun and “house” is the object; however, the following line
depicts light and darkness: “whose night keeps out the light.” Here, Morrison personifies

106

Ron David, Toni Morrison Explained: A Reader’s Roadmap to the Novels (New York: Random House,
2000).
107 David, Toni Morrison Explained: A Reader’s Roadmap to the Novels.
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“night” as a presence that has a soul and dark energy. “Whose House is This?” is
Morrison’s rendition of Charlotte Perkins Gilman’s story, The Yellow Wallpaper. The
narrative is a secret journal written by a woman who has been confined to the upper room
of a rented country house as a remedy for her nervous condition. The madness of the
woman in Morrison’s poem is brought forth through the minor tonality and sparse texture
of this song. In addition, the slow harmonic and rhythmic movement help to convey the
endless hours of rest that the woman must spend in solitary confinement. The text setting
is dramatically justified. It through-composed lending to a sense of the woman’s stream
of consciousness. Although the text is broken up throughout the song, the sense of
continuity is remains. In addition, the song’s tonal ambiguity and perplexity portrayed in
the lyrics harken to the confusion that must have taken over the African slaves once they
arrived in the strange land called America.
“The Town is Lit” starts in a conversational tone describing a comfortable
suburban atmosphere and the jazz ensemble comes in when the speaker reaches the
exciting big city. The contrast between the slow and solemn and the live and exciting is
underscored by this shift in instrumentation. Morrison contrasts images of porch swings
and puppies with a litany of nocturnal elements. The slow, rubato section, representative
of domestic life, is controlled and conveys contentment. Then, the energy of the nightlife
bursts forward. Here Morrison’s text describes a contrary existence. Her lyrics are full of
action verbs: clowns steal, foxes click, Geminis split, and the music reflects all of this.
Previn does not utilize text painting in this instance, nonetheless, his use of the orchestra
contributes to the grandeur of the song. The double bass, brass, and percussion give the
song a strong rhythmic identity. The piece concludes dramatically and with great flourish
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in a way that is uncharacteristic of an art song. The orchestra crescendos, gaining
intensity while leading into an ascending chromatic scale of triplet figures played by the
entire ensemble.
The orchestra is silent for “Do You Know Him?” It is an intimate and exposed
monologue about God, or it is, perhaps, a love song. The primary motive is sung on a
hum, and the voice, first starting in the higher register, is free to roam into lower
registers. It begins and ends in D major, but naturally and seamlessly travels through
other major and minor tonalities. The phrases, ‘My God’ and ‘My Lord,’ are
parenthetical and allow for a flexible interpretation. As a prayer, the speaker sees her God
as comfortable and enduring. As a love song, the parenthetical phrases seem to be a
reflective afterthought. In this context, the lover is regarded as strong and faithful.
“I Am Not Seaworthy” is a breathtaking play on words and a sad reflection on
how an entire class of people were forcibly taken from Africa to the Americas. The song
is about drowning using words that are often applied to the qualities of a boat. The
speaker in this text was inspired by Shakespeare’s Ophelia. In Act IV, scene vii of the
play, Hamlet, the Queen announces that Ophelia has drowned. Before dying, Ophelia
appeared mermaid-like in the brook and was heard chanting old tunes. It is possible that
these lyrics mimic a slave’s final thoughts while contemplating the burden of drowning
due to suicide via the Transatlantic Slave Trade or the final thoughts before stepping out
from the “Door of No Return.” This haunting effect is achieved by the repetitive
rhythmic figures in the accompaniment, an abundance of quarter and half notes in the
vocal lines and omission of dotted rhythms in the vocal line, and a liberal use of shifting
harmonies and unpredictable meter changes. The alternation between sections with the
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prominent clarinet and sections for voice and piano sections highlight the loneliness of
the voice.
For the final song, “Take My Mother Home,” Morrison pens words that read
like a Negro Spiritual. This can be seen in the repetitive nature of the prose, only
changing slightly with each verse. Morrison’s lyrics call to mind the symbolic language
used when slaves wanted to escape via the Underground Railroad. These lyrics express a
necessity for self-sacrifice in the world of slavery. “Take My Mother Home” moves to a
jazz setting, as though honoring a specific African American experience. In the city of
New Orleans, jazz traditions are a part of everyday life; thus, it stands to reason that it
would also be an important part of death. Though funerals seem an unlikely time for such
a festive tradition, the jazz funeral celebrates life at the moment of death. New Orleans
was also considered central to the domestic slave trade that was thriving in 1808. The
West African burial traditions of rejoicing at death through music, drums and chants
traveled with the slaves who were forced into inhumane bondage.
Previn adds a brilliant contrast to the sultry repetitiveness of the text by scoring
the two verses in the style of secco-recitatives traditionally found in opera. The first
recitative, which opens the song, is indicative of a slave master’s wife – “My lady” – who
portrays a dichotomy of classiness and cold-heartedness as she rides a “Tennessee stud”
and carries a whip in her hand. In the second recitative, the speaker takes what she sees in
the master’s wife – the whip, a veil to wrap her mind – and wishes that she could seal her
heart from the pain and agony of losing her family. Ironically, brief jazz interludes follow
each verse.
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André Previn sensitively and masterfully captures the essence of Toni Morrison’s
poetry, and consequently, supports Morrison’s belief that the language and words hold
the music within them. At its core, Honey and Rue is a work of light and shadow, hope
and frustration, celebration and disappointment, contemplation and resignation, and faith
and renewal.
Op. 82, Concerto for Coloratura Soprano and Orchestra (1943)
Composer: Reinhold Glière (1875-1956)
Reinhold Glière was born in Kiev on January 11, 1875 and died in Moscow on
June 23, 1956. Following in the footsteps of Sergei Rachmaninoff, Nikolai Medtner and
Igor Stravinsky, Glière wrote his “Vocalise” in 1943. He named his piece Concerto for
Coloratura Soprano and Orchestra and dedicated it to Debhora Jakobwewna PantofelNetschezka. In addition to the soprano soloist, the score calls for pairs of flutes, oboes,
clarinets, and bassoons, three horns, timpani, triangle, glockenspiel, harp, and strings.108
Glière’s composition is crucially different from those of his predecessors. Rather
than relying on a simple piano accompaniment, Glière utilizes a symphony orchestra and
ultimately turns his vocalise into a full-scale concerto. In the absence of text and breath
marks, musical expression is left entirely up to the Soviet Union. Many of these works
are based on folk tunes treated with a vivid imagination for orchestral color. The
predilections fit the requirements of the Soviet government for music accessible to the
people. Glière received the title People’s Artist of the USSR in 1938.109
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The Concerto for Coloratura Soprano and Orchestra is set in two movements.
The first movement is marked Andante, contrasting with Allegro tempo of the finale. The
textures of the first movement are transparent, and the rhythmic writing sometimes
complicates where the downbeats occur. There is some chromaticism, although the tonal
center is F minor, and the music never makes a clear modulation to a different key. The
movement closes with a melancholy, sustained pianissimo F minor chord.
The second and final movement contrasts markedly with the first movement. The
tonal center remains in F, but Glière shifts the mode from minor to major. This Allegro
movement possesses a waltz-like feel, and as the case was in the first movement, the
form here does not rigidly adhere to classical conventions but is instead episodic. Unlike
the first movement, Glière frequently modulates, opting to go to keys that are closely
related. There is an abundance of difficult chromatic passages that the soprano must sing;
however, it never destabilizes the tonal center. Instead, it adds variety to the harmonic
vocabulary. In addition, the rhythmic writing in this movement differs from the first
movement in that it is rhythmically clearer and easier to follow. It pushes the music
forward, culminating in an energetic and lighthearted finish blending styles of a Viennese
waltz and unmistakable Russian musical characteristics.
Written during the middle of the twentieth century, the Concerto’s romanticism
contrasts sharply with the atonal and serial compositions being written
contemporaneously throughout Europe. This entire work allows the singer to emulate the
characteristics of instruments, such as the violin and flute, presenting a composition
dominated by lyrical expression and technical virtuosity.
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Op. 410, Frühlingsstimmen: Waltz for Voice and Orchestra (1883)
Composer: Johann Strauss, II (1825-1899)
Text: Richard Genée (1823-1895)
Johann Strauss II was the most famous and enduringly successful composers of
nineteenth-century Viennese light music. He was born in Vienna in 1825 and died in
1899. Building upon the firm musical foundations laid by his father, Johann Strauss I,
Johann II’s development of the classical Viennese waltz was so grand that it became as
much a feature of the concert hall as of the ballroom. For more than half a century Johann
II captivated not only Vienna but also the whole of Europe and America with his
abundantly tuneful waltzes, polkas, quadrilles and marches. The appeal of his music
bridged all social divisions, and his genius was revered by such masters as Verdi, Brahms
and Richard Strauss.110
Frühlingsstimmen, also known as “Voices of Spring,” is one of Strauss’ later
waltzes, following many years of his other great works in the genre. It was introduced not
as an instrumental work, but as a vehicle for coloratura soprano. Frühlingsstimmen was
written to a text by Richard Genée for a charity event at the Theater an der Wien as an
ode to springtime. Its premiere was performed by Bianca Bianchi, a singer from the
Imperial Court Opera. The work then dropped out of the repertory while it became far
better known in its purely orchestral and solo piano versions.111 In popular culture, the
melody is probably best known from its use by the American slapstick comedy team The
Three Stooges.
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The primary tune of the waltz begins with loud chords in waltz tempo and quickly
moves into a gentle, swirling melody. Section two embodies the joys of spring with flute
imitating birdsongs and sounds of pastoral awakening. A wistful and dramatic third
section is suggestive of spring showers and the fourth section breaks out of a pensive
mood into a cheerful tune. The first waltz melody makes another grand entrance before
strong chords lead to a triumphant finish, expressing the beauty and glory of a spring day.
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Texts
Ah se in ciel benigne stelle
Ah se in ciel benigne stelle,
La pietà non è smarrita,
O toglietemi la vita,
O lasciatemi il mio ben.
Voi, che ardete ognor si belle
Del mio ben nel dolce aspetto,
Proteggete il puro affetto
Che ispirate a questo sen.

Ah, if mercy has not been lost in heaven, kindly
stars Ah, if mercy has not been lost in heaven,
kindly stars, either take my life from me,
or give me my beloved!
You, oh stars, who shine so beautifully
(in the sweet face of my beloved)
protect the pure affection
that you-breathe into this breast.

Auch kleine Dinge
Auch kleine Dinge können uns entzücken,
Auch kleine Dinge können teuer sein.
Bedenkt, wie gern wir uns mit Perlen schmücken;
Sie werden schwer bezahlt und sind nur klein.
Bedenkt, wie klein ist die Olivenfrucht,
Und wird um ihre Güte doch gesucht.
Denkt an die Rose nur, wie klein sie ist,
Und duftet doch so lieblich, wie ihr wißt.

Even the little things
Even little things can delight us,
Even little things can be precious.
Think how we gladly adorn ourselves with pearls;
They are heavily paid for, and yet are small.
Think how small is the olive's fruit,
And is nevertheless sought for its virtue.
Think only on the rose, how small she is,
And yet, smells so sweet, as you know.

Wenn du, mein Liebster, steigst zum Himmel auf
Wenn du, mein Liebster, steigst zum Himmel auf,
Trag' ich mein Herz dir in der Hand entgegen.
So liebevoll umarmst du mich darauf,
Dann woll'n wir uns dem Herrn zu Füßen legen.
Und sieht der Herrgott unsre Liebesschmerzen,
Macht er Ein Herz aus zwei verliebten Herzen,
Zu Einem Herzen fügt er zwei zusammen,
Im Paradies, umglänzt von Himmelsflammen.

When you, my dearest, ascend to heaven
When you, my dearest, ascend to heaven,
I will carry my heart to you in my hand.
So lovingly will you then embrace me,
Then we will lay at the Lord's feet.
And when the Lord God sees our love-sorrows,
He will make one heart out of two loving hearts,
He will join two together to make one,
In Paradise, shone all around by heaven's flames.

Schweig einmal still
Schweig einmal still, du garst'ger Schwätzer dort!
Zum Ekel ist mir dein verwünschtes Singen.
Und triebst du es bis morgen früh so fort,
Doch würde dir kein schmuckes Lied gelingen. S
chweig einmal still und lege dich aufs Ohr!
Das Ständchen eines Esels zög ich vor.

Be silent for once
Be silent for once, you detestable babbler!
Your cursed singing makes me sick.
And if you carried on so until tomorrow morning,
You would still not manage a decent song.
Be silent for once and lay yourself on the ear!
I would prefer the serenade of a donkey!

Du denkst mit einem Fädchen
Du denkst mit einem Fädchen mich zu fangen,
Mit einem Blick schon mich verliebt zu machen?
Ich fing schon Andre, die sich höher schwangen;
Du darfst mir ja nicht trau'n, siehst du mich lachen.
Schon Andre fing ich, glaub' es sicherlich.
Ich bin verliebt, doch eben nicht in dich.

You think you can catch me
You think that, with a tiny string, you can catch me,
With one glance, you can make me fall in love?
I've caught others already who soared higher;
You mustn't trust me when you see me laugh.
I've caught others already, believe you me.
I am in love - just not with you!
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Nun wandre, Maria
Nun wandre, Maria, nun wandre nur fort.
Schon krähen die Hähne, und nah ist der Ort.
Nun wandre, Geliebte, du Kleinod mein,
Und balde wir werden in Bethlehem sein.
Dann ruhest du fein und schlummerst dort.
Schon krähen die Hähne und nah ist der Ort.
Wohl seh ich, Herrin, die Kraft dir schwinden;
Kann deine Schmerzen, ach, kaum verwinden.
Getrost! Wohl finden wir Herberg dort.
Schon krähen die Hähne und nah ist der Ort.
Wär erst bestanden dein Stündlein, Marie,
Die gute Botschaft, gut lohnt ich sie.
Das Eselein hie gäb ich drum fort!
Schon krähen die Hähne und nah ist der Ort.

Keep going, Mary
Keep going, Mary, keep going my dear.
I hear roosters crowing; the township is near.
Keep going my dear one, my precious gem:
we'll soon be arriving in Bethlehem.
And there you will lie down and sleep free from fear.
I hear roosters crowing; the township is near.
I know it, Mary, your strength is failing.
You find your pains are oh too compelling.
Keep on! We're sure to find shelter here.
Roosters are crowing; the township is near.
Mary, I wish you were safely delivered.
To hear that good news what would I not give?
I'd even give our donkey here.
The roosters are crowing; the place is near.

Die ihr schwebet
Die ihr schwebet um diese Palmen
in Nacht und Wind,
Ihr heilgen Engel, Stillet die Wipfel!
Es schlummert mein Kind.

Ye who hover
Ye who hover Around these palms
In night and wind, You holy angels,
Silence the treetops,
My child is sleeping.

Ihr Palmen von Bethlehem Im Windesbrausen,
Wie mögt ihr heute So zornig sausen!
O rauscht nicht also!
Schweiget, neiget Euch leis und lind;
Stillet die Wipfel!
Es schlummert mein Kind.

You palms of Bethlehem In the roaring wind,
How can you today Bluster so angrily!
O roar not so!
Be still, bow Softly and gently;
Silence the treetops!
My child is sleeping.

Der Himmelsknabe Duldet Beschwerde,
Ach, wie so müd er ward Vom Leid der Erde.
Ach nun im Schlaf ihm Leise gesänftigt
Die Qual zerrinnt, Stillet die Wipfel!
Es schlummert mein Kind.
Grimmige Kälte Sauset hernieder,
Womit nur deck ich Des Kindleins Glieder!
O all ihr Engel, Die ihr geflügelt Wandelt im Wind,
Stillet die Wipfel!
Es schlummert mein kind.

The child of heaven Endures the discomfort,
Oh, how tired he has become Of earthly sorrow.
Oh, now in sleep, Gently softened, His pain fades,
Silence the treetops!
My child is sleeping.
Fierce cold Comes rushing,
How shall I cover the little child's limbs?
O all you angels, You winged ones Wandering in
the wind.
Silence the treetops!
My child is sleeping.

Zum neuen Jahr
Wie heimlicher Weise Ein Engelein leise
Mit rosigen Füßen Die Erde betritt,
So nahte der Morgen.
Jauchzt ihm, ihr Frommen,
Ein heilig Willkommen!
Herz, jauchze du mit!
Du, Vater, du rate!
Lenke du und wende!
Herr, dir in die Hände
Sei Anfang und Ende,
Sei alles gelegt!

To the New Year
As a little angel with rosy feet
Secretly and quietly steps down onto the earth,
Thus the morning approached.
Greet it with joy, you believers,
Give it a holy welcome!
My heart, rejoice with them!
You, Father, counsel us!
Guide and direct our steps!
Lord, into Thy hands
May all beginnings and endings,
And everything be laid.
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Die Spröde
An dem reinsten Frühlingsmorgen
Ging die Schäferin und sang,
Jung und schön und ohne Sorgen,
Daß es durch die Felder klang,
So la la! le ralla.

The coy shepherdess
One spring morning bright and fair,
Roamed a shepherdess and sang
Young and beauteous free from care,
Through the fields her clear notes rang.
Tra-la-la-la-la-la-la-la-la-la-la-la-la.

Thyrsis bot ihr für ein Mäulchen
Zwei, drei Schäfchen gleich am Ort,
Schalkhaft blickte sie ein Weilchen;
Doch sie sang und lachte fort,
So la la! le ralla.

Of his lambs some two or three,
Thyrsis offer'd for a kiss
First she eyed him, roguishly,
Then for answer sang but this,
Tra-la-la-la-la-la-la.

Und ein Andrer bot ihr Bänder,
Und der Dritte bot sein Herz;
Doch sie trieb mit Herz und Bändern
So wie mit den Lämmern Scherz,
Nur la la! le ralla.

Ribbons did the next one offer,
And a third his heart so true,
But as with the lambs, the scoffer,
Laughed at hearts and ribbons too.
Still twas Tra-la-la-la-la-la.

Guitare
Comment, disaient-ils,
Avec nos nacelles, Fuir les alguazils?
Ramez, disaient-elles.

Guitar
"How then," asked he
"By boat and tide Alguazils flee?"
"Row," she replied.

Comment, disaient-ils,
Oublier querelles, Misère et périls?
Dormez, disaient-elles.

"How then," asked he,
"To set aside strife and misery?"
"Sleep," she replied.

Comment, disaient-ils,
Enchanter les belles sans philtres subtils?
Aimez, disaient-elles.

"How then," asked he,
"To enchant the beautiful without subtle potions?
"Love," she replied.

La Coccinelle
Elle me dit: "Quelque chose "Me tourmente."
Et j'aperçus son cou de neige, et, dessus,
Un petit insecte rose.
J'aurais dû, - mais, sage ou fou,
A seize ans, on est farouche,
Voir le baiser sur sa bouche
Plus que l'insecte à son cou.
On eût dit un coquillage;
Dos rose et taché de noir.
Les fauvettes pour nous voir
Se penchaient dans le feuillage.

The Ladybug
She told me: "Something is bothering me."
And I noticed Her snow-white neck, and, upon it,
A small reddish insect.
I should have - but wise or mad,
At sixteen, one is timid -I should have noticed the kiss on her mouth
More than the insect on her neck.
It looked like a shell,
Its back red and spattered with black.
To see us better, warblers
Stretched out their necks in the branches.

Sa bouche fraîche était là;
Je me courbai sur la belle, Et je pris la coccinelle;
Mais le baiser s'envola.

Her sweet mouth was there;
I bent over the beautiful girl, And I removed the
ladybug, But the kiss flew away!

"Fils, apprends comme on me nomme,"
Dit l'insecte du ciel bleu,
"Les bêtes sont au bon Dieu;
"Mais la bêtise est à l'homme."

"Son, learn what they call me,"
The insect said from the blue sky,
"Animals belong to the Good Lord,
But Idiocy belongs to Man."
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Pastel
C'est un portrait de jeune fille,
On l'a fait au siècle passé,
Les ans l'ont à peine effacé!
Ce regard où son âme brille
Est innocent et curieux,
Me dit ces mots mystérieux:
Ne cherche pas ce qu'on peut lire
Dans mes yeux bleus couleur du temps,
Et n'y vois rien que le sourire
Qui t'attendait depuis cent ans.

The Portrait
It is the portrait of a girl,
done during last century,
which the years have barely faded!
Her soul shines through in her gaze,
which is innocent and inquisitive
and speaks these mysterious words:
"Don't search for any message
in my eyes as blue as time.
See in them only the smile
that has awaited you for a hundred years."

À quoi cette enfant pensait-elle,
Quand le peintre la regardait?
Son coeur avait-il un secret?
Sur sa bouche on voit un sourire,
Est-ce ironie, est-ce bonheur?
Que dit-il sous cet air railleur?
Il dit, je crois: à quoi bon lire
Dans les feuillets noircis du temps?
Vois-y seulement le sourire,
Qui t'attendait depuis cent ans!

What was in that child's thoughts
while the artist was looking at her?
Did her heart hold a secret?
On her mouth one sees a smile –
is it irony, is it happiness?
What is it saying behind that hint of mockery?
It says, I think: "Why try to read
in the blackened pages of time?
See in them only the smile
that has awaited you for a hundred years."

Tarentelle
Le papillon s'est envolé,
La fleur se balance avec grâce.
Ma belle où voyez-vous la trace,
La trace de l'amant ailé?
Ah! Le papillon s'est envolé!

Tarentella
The butterfly has flown,
The flower sways gracefully.
My beauty, where do you see the trace,
The trace of the winged lover?
Oh! The butterfly has flown!

Le flot est rapide et changeant,
Toujours sillonnant l'eau profonde.
La barque passe, et toujours l'onde
Efface le sillon d'argent.

The stream is rapid and ever-changing.
The ship passes through the deep water,
And the waves
Erase its silver wake.

Le papillon, c'est votre amour.
La fleur et l'onde, c'est votre âme
Que rien n'émeut, que rien n'entame,
Où rien ne reste plus d'un jour.
Le papillon, c'est votre amour.

The butterfly is your love.
The flower and the wave are your soul,
Moved by nothing, marked by nothing.
Nothing stays on them for more than a day.
The butterfly is your love.

Ma belle où voyez-vous la trace,
La trace de l'amant ailé?
La fleur se balance avec grâce...
Le papillon s'est envolé!

My beauty, where do you see the trace,
The trace of the winged lover?
The flower sways gracefully...
The butterfly has flown!
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The Cloak, the Boat, and the Shoes
'What do you make so fair and bright?'
'I make the cloak of Sorrow:
O lovely to see in all men's sight
Shall be the cloak of Sorrow,
In all men's sight.'
'What do you build with sails for flight?'
'I build a boat for Sorrow:
O swift on the seas all day and night
Saileth the rover Sorrow,
All day and night.'
What do you weave with wool so white?'
'I weave the shoes of Sorrow:
Soundless shall be the footfall light
In all men's ears of Sorrow,
Sudden and light.'
The Lake Isle of Innisfree
I will arise and go now, and go to Innisfree,
And a small cabin build there, of clay and wattles made:
Nine bean-rows will I have there, a hive for the honeybee;
And live alone in the bee-loud glade.
And I shall have some peace there, for peace comes dropping slow,
Dropping from the veils of the morning to where the cricket sings;
There midnight’s all a glimmer, and noon a purple glow,
And evening full of the linnet’s wings.
This Heart that Flutters
This heart that flutters near my heart
My hope and all my riches is,
Unhappy when we draw apart
And happy between kiss and kiss;
My hope and all my riches - yes!
And all my happiness.
For there, as in some mossy nest
The wrens will divers treasures keep,
I laid those treasures I possessed
Ere that mine eyes had learned to weep.
Shall we not be as wise as they
Though love live but a day?
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W.A. MOZART (1756-1791)
Libretto: Pietro Metastasio (1698-1782)
“Ah se in, ciel, benigne stelle” from L’eroe cinese
Wolfgang Amadeus Mozart is considered one of the most influential composers
of the classical era, having written over six hundred works in almost every genre
including symphonies, chamber works, string quartets, piano concertos, operas, and
choral works. He effectively blended many styles and traditions of music while
maintaining the classical ideals of clarity and balance. His compositions, however,
exploited chromatic harmonies in the development of melodies. Some of his best-known
vocal works are operas with many of his later songs showing operatic characteristics,
such as “Ah se in, ciel, benigne stelle.”112
Mozart wrote the aria “Ah, se in ciel, benigne stelle” in 1788 for his sister-in-law,
Aloysia Weber, a successful operatic soprano in both Germany and Austria. The piece is
a dazzling and brilliant display of coloratura for voice and orchestra. During the last
decades of the eighteenth century there was a strong interest in anything relating the
"exotic" East, particularly Turkey and China. To satisfy the public interest, Pietro
Metastasio wrote the libretto L’eroe cinese (The Chinese Hero). The text for Mozart’s
aria comes from Act I, scene 2 of the libretto where a lovelorn girl, Lisinga, pleads to the
friendly stars to invoke protection for a pure affection.113 Although Mozart wrote “Ah, se
in ciel, benigne stelle” to Metastasio’s libretto, it has almost no “Eastern” musical
elements and instead follows classical compositional conventions. The aria has a high
vocal tessitura that spans a two-octave range (D4-D6) and challenging melismatic
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passages which require mastery over breath control and resonance.
HUGO WOLF (1860-1903)
Of all the major Western classical composers, Hugo Wolf is the only one to have
devoted himself almost exclusively to the composition of songs. While he did compose
chamber music, pieces for piano, and complete one opera, Wolf’s mature output consists
almost entirely of solo songs. It is with these nearly 250 songs in which his reputation
lies.114 The majority of his songs were written during the years 1888 and 1891.
The core of Wolf’s compositional style is recognizably derived the from the
earlier nineteenth-century composers of Lieder, especially Schumann; however, he
differs from them inone important respect: his greater emphasis on the poem, which is
indicative of his attitude to the setting of words in general. He completely immerses
himself in the poet’s entire body of work and overall poetic voice, and then composes
music accordingly. Wolf composes with remarkable variety of mood and range. He is
capable of writing lyrical pieces of great delicacy, as well as dramatics quasi-Wagnerian
character sketches, and also songs of humor, which are usually more sarcastic rather than
boisterous.115
The songs of Wolf are not as popular with concert audiences as those of his
predecessors, Schubert, Schumann and Brahms, or even those his contemporaries,
Richard Strauss and Mahler. To fully appreciate a song by Wolf, one must possess more
than a superficial understanding of the words; because the composer’s rhythmic subtleties,
as well as the shape and the rise and fall of the vocal line, are conditioned by both the
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sound and the sense of the words.
The songs of Hugo Wolf represent both the culmination and the conclusion of the
extraordinary era of the German lied that began in the mid-1700s. The production of that
extremely intimate chamber form known as the German lied, which at its most exalted
moments achieves so close a rapport between poem and music as to approach a union,
came to an end when Hugo Wolf’s last songs were written.116
Whether portraying religious devotion, romantic love, or comic frustration, Wolf’s
gift for characterization in music remains unaltered. Rhythm, melody, verbal accentuation
and dramatic characterization are all combined in these superb sound-portraits.117
Italianisches Liederbuch
(Paul Heyse, 1830-1914)
Paul Heyse’s Italianisches Liederbuch published in 1860 consists of mainly
translations of anonymous Italian lyrics. They are usually short, often repetitive and
sometimes trivial; but the collection as a whole succeeds in creating a vivid picture of a
true and real world. He maintains his fidelity to the original Italian lyrics by preserving
their intimate sense of close communal life, the living reality of the street, the church, the
marketplace, and above all, the men and women, in love or despair, accepted or
ostracized. The poems that Wolf selected retain this quality in their music and
interpretation. Even their first lines, by which songs are usually known, illustrate this
personal and intimate background – “They tell me…,” “I’m told…,” “You think…”.
Summarily, the entire song book is about what “I” or “you” feel or what “they” say or do.
Fromthis, Wolf elevates the popular form of song, raising it to its highest degree.118
116

Stein, Poem and Music in the German Lied, 202.
Osborne, The Concert Song Companion, 106.
118 Eric Sams, The Songs of Hugo Wolf, 211.
117

107

The verses express a gamut of erotic emotions, from the gallant and courtly to
searing passion, sadness, and mocking despair. The majority of the serious songs in the
Italian volume are for men who pour out their hearts in deep-felt passion for, or adoration
of, the beloved. With very few exceptions, Wolf’s women do not encompass the men’s
profound emotions. Instead, they display jealous rage, scorn, mockery, or a humorous
tolerance and acceptance of their lovers’ peculiarities. Yet, if they are portrayed being
caught in the stronghold of passion, itis sad, unhappy, tormented love that contrasts
strongly with the rapture and serene contentment of their male counterparts.119
Generally, the Italian Songs are not usually performed in their entirety as a
collection due to the tedious nature of the short songs; however, when performed in
groups combined with other Wolf songs, these pieces can be quite delightful.
Auch kleine dinge, No. 1
“Auch kleine dinge” is simple in style, yet deeply moving in effect. It is listed
chronologically as No. 16 in Paul Heyse’s collection of poems; however, to indicate the
shortform of most of his Italian songs, Wolf placed it at the head of his published volume.
The words express tenderness and intimacy – a stark contrast to the majority of
the lyrics found in the collection. Most likely addressed to a petite mistress, “Auch kleine
dinge” is in praise of an old saying that “small is beautiful.”120 The diminutive things –
the pearl, the olive, the rose – are symbolized by the broken semi-tone chords in the right
hand and a stepwise descending melody in the left hand of the prelude which provides the
material for the whole song. In the voice part, which is a paradigm of Wolf’s subtle
verbal treatment, there is a predominance of small intervals. It shows delicacy and
119
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restraint and is a fitting introduction tothe songs that follow.121
Wenn du, mein Liebster, No. 36
Within the Italianisches Liederbuch, there are a handful of women’s songs
expressing adoration and devotion almost in the same terms as the corresponding male
songs. In “Wenn du, mein Liebster,” an unhappy sweetheart has a vision of meeting her
lover in heaven, when God will make “one heart of our two loving hearts.” Her growing
ecstasy is perfectly transformed into terms of voice and piano, and the song reaches its
climax, shortly before the end, in the piano part of which is almost orchestral in
character.122
Schweig einmal still, No. 43
“Schweig einmal still” is the second piece of a pairing of songs that are related to
each other in idea as well as musical theme.123 In the first song, “Nicht länger kann ich
singen,” the serenading man proclaims that he can no longer sing out to his beloved and
is depressed because of the unreturned affection. “Schweig einmal still” (Quiet, you
babbling fool) follows immediately and can stand alone in performance. The persona
shifts from the serenader to the listener. The two individuals are severely incompatible
with each other. As if diminution of the original note values were not enough, Wolf adds
vicious mordents, mocking grace notes and trills, with the suggestions of a donkey’s
braying into the bargain. This is dramatic irony at its finest. 124
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Du denkst mit einen Fädchen mich zu fangen, No. 10
The opening words of “Du denkst mich einem Fädchen” gave Wolf an idea for
some dangling threads in the accompaniment’s opening melody based on a poetic theme
that expresses overt malice. While a young man may think he can catch a girl easily, she
is actually deceptively catching others with her charm. This is clearly indicated in
chasing figures throughout the piece. There is no attempt at sensuous melodic or
harmonic appeal. The greatestpoint of interest in the song is the setting of the last line,
illustrating her pretended swooning for love followed by her wicked laughter – “I am in
love, but not with you!” – and the song is over.125
Spanisches Liederbuch
(Emmanuel von Geibel, 1815-1884; Paul Heyse, 1830-1914)
The forty-four songs of Wolf’s Spanish Song Book are settings of poems taken
from the Spanisches Liederbuch, a collection of sixteenth and seventeenth-century
Spanish poems, translated into German by Emmanuel von Geibel and Paul Heyse, and
published in 1852.126 Geibel and Heyse were among the North German poets who went
to Munich in the early 1850s at the invitation of Maximilian II of Bavaria. They both had
a love for romance languages and literature, and a propensity for verse translation. The
result of their collaboration was the Spanisches Liederbuch.127
Geibel and Heyse divided their collection into sacred and secular songs and, in
making hisselection, Wolf did likewise. The first ten are sacred songs (Geistliche Lieder)
and the remaining thirty-four are secular (Weltliche Lieder). The sacred songs contain
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some of Wolf’s most intensely felt dramatic portraits, of souls in anguish, of sinners
repentant, and of religious ecstasy. In the secular songs, Wolf frequently resorts to a
suggestion of Spanish coloring in the rhythms, whereas he refrains from this in the sacred
songs. The Spanish Songs reflect in adefinitive yet subtle way the world from which the
poems originated.128
Nun Wandre, Maria, No. 3 (Heyse)
“Nun wandre, Maria” is sung by Joseph to Mary on the way to Bethlehem. He
says, “Journey on…we shall soon reach Bethlehem, where we are sure to find lodging,
and you can rest and sleep.” The poem is a response to the biblical story found in the
gospel of Luke 2:1-5. The pregnant Virgin Mary and her betrothed Joseph had to flee
Nazareth to escape the decree of death set by Caesar Augustus. Christ was to be born in
Bethlehem, and according to the text, we know that the only lodging they find will be in a
stable in a manger.
In the poem, the only thing Joseph knows is that they have undertaken a long
journey, and that his dear wife is in need of comfort and rest. With sincerity, tenderness,
and a humanistic sensitivity, Wolf creates a song with a quiet, steady walking rhythm
representing their taxing journey and an anxious husband’s words combined with a
gentle, devout way to present a touching musical portrait.
Die ihr schwebet um diese Palmen, No. 4 (Geibel)
“Die ihr schwebet um diese Palmen” is the Lope da Vega poem that Brahms had
set for contralto and piano with viola obbligato. Wolf’s setting of the song sung by the
Virgin Mary is more graphic than that of Brahms. The piano part gives us the angels
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hovering overhead and the waving of the palm trees in the wind, while in the voice-part
we hear the devoted, loving mother of the Virgin. Not only is Mary wanting the winds to
calm down because she wants her baby to sleep but recalling the immediate situation of
fleeing Nazareth from execution, she feared for their lives. The decree from Cesar
Augustus had not been overturned, and they were looking for the newborn Messiah. So,
the music for this song speaks eloquently of winds andwings and tenderness, prayer and
lullaby.129
Trau’ nicht der Liebe (Heyse)
Trau’ nich der Liebe tells one of the age-old stories of Cupid – stay far away from
the love-god because he is cruel. He will soon make you cry, even though you are
laughing today. Wolf creates a charming melody for each verse and description of what
Cupid will do, and countermelody and rhythmic sequence that always repeats on “Und
Liebe, gib acht…er macht dich noch weinen, wo heut’ du gelacht.” The lilting rhythm of
the accompaniment propels the text immensely. When the refrain recurs at the word
“gelacht” (laughed) a little staccato phrase in descending whole steps twinkles down the
middle register of the piano and disappears like a fading smile. Finally, during the piano’s
extended postlude, the repeated delightful twinkles reappear and then its happy laughter
is cut off sharply by a sforzando chord.130
Die Spröde (Johann Wolfgang von Goethe, 1749-1832)
Die Spröde is a charming mock-pastoral with a lovely, carefree shepherdess who
roams the fields. Thyrsis appears and offers her a lamb for one kiss, and two lambs for
two kisses. She continues on her way singing “so, la, la lerallala.” Another suitor offers
129
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her ribbons, and a third offers his heart. She dismisses all three offers, seemingly
unbothered. Each of the three verses, representative of a pursuer, ends with a flexible
vocal line that varies slightly with each verse. The accompaniment figures are delicate
arpeggios and lightly played chords which indicating mocking laughter and contentment.
Zum neuen Jahr (Eduard Möricke, 1804-1875)
If Möricke is still known today as a poet, it is almost exclusively due to the fact
that Wolf set fifty-three of his poems to music. “Zum neuen Jahr” is notable for its
melodic and harmonic simplicity. It is also a great contrast musically to much of Wolf’s
compositional fingerprint with its noticeably diatonic musical structure and has an
enchanting melody. The floating vocal melody surrounded by the high consecutive
parallel thirds in the piano’s opening and concluding sections evokes the sounds of a
carillon welcoming in the new year.131 There is a sense of gratefulness and humility in the
middle section “In Ihm sei’s begonnen”. The song is a prayer of thankfulness to God for
a new year.
GEORGES BIZET (1838-1875)
Georges Bizet was born just a little too early to be aware of the future importance
of songs as a medium to be taken seriously. He recognized and acknowledged Gounod’s
success in the genre, and Bizet’s mélodies reflect that influence. Bizet did not visit
Germany during his Prix de Rome period; however, he was conscious of the existence of
the Lieder repertoire: his library contained at least forty songs by Schubert. This also
provided a source of inspiration.
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An important factor that distinguishes Bizet’s mélodies from his contemporaries
and account for their survival in the repertoire is that they are superbly written for the
voice. It is worth mentioning that his father was a singing teacher and that most of his
songs were written when Bizet was actively writing operas with luxury of hearing all
voice types often. The music is always grateful for the singer, with tinges of virtuosity.
Another hallmark of these songs that distinguishes Bizet from his contemporaries is his
piano accompaniments. They are happy,cleverly risqué, and full of light and air.132
Bizet is an extraordinary example of someone writing innovative and adventurous
songs without seeming to realize that they formed an important link in the chain of
masterpieces thatwas to make up the French art song tradition.
Guitare (Victor Hugo, 1802-1885)
“Guitare” is exactly the song that one would expect of the composer of Carmen: it
has energy, it has passion and a wild quality that would have troubled the patron of many
a salon of the time. Bizet also uses melismas much more extensively than most composers
of mélodie.133 In this setting, Bizet paints a portrait of the sort of woman the composer
admired – slightly sleazy and completely uninhibited.
Excited by unbridled passion and defiance of convention, one of Bizet’s many
private miscalculations was in marrying a beautiful girl whose highly-strung, passionate
nature he mistook for sexual abandonment. Much of the composer’s married life was
spent in coping with his wife’s self-absorbed nightmares and neuroses. The girl presented
in “Guitare” is less complicated and is an artistic escape from Bizet’s daily reality. She is
made to exist in a dramatic framework – she takes the stage and dominates it by sheer
132
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force of personality. The “tra la las” are a cunning scheme on the part of the composer to
keep the listener fascinated longer than Victor Hugo’s brief poem would ordinarily allow.
The change from C minor to C major depicts tenacious “girl power” showing hints of
Carmen-like danger, with an invitation to linger, if one is man enough.134
La coccinelle (Hugo)
“La coccinelle” is an outstanding example of the Bizet’s ability to “stage” a lyric.
In comparison to Saint-Saëns’ shorter and duller setting, it is evident how Bizet
continuously reveled in the characters of real people – particularly if they were
representative of a type he understood from life.
In just a few bars, Bizet creates the character of a stumbling, awkward,
inexperienced youth, who loses his chance to steal a kiss (and perhaps more) by not
seizing it at exactly the right moment. The mournful refrain “J’aurais dû!” which also
closes the song seems to have been composed with the regretful smile of a man looking
back to his own youth.135 The scene is played out at a ball, and Bizet establishes this with
little difficulty. The introduction is given in a short, whimsical two and a half bars, with
an imagery of a curtain rising in a little operatic scene in waltz time. Bizet also revels in
something that could not have worked on the opera stage – a malicious solo aria for the
ladybug itself (“Fils, apprends comme on me nomme”). The pun on ‘bête’ (creature) and
‘bêtise’ (stupidity) plays on the French nickname for this insect, ‘La bête au bon Dieu’.136
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Pastel (Philippe Gille, 1831-1901)
Philippe Gille, librettist of Delibes’ Lakmé, was another one of Bizet’s
collaborators. There is a puzzling, and unsubstantiated, mention of an opera entitled La
prêtesse composed to a Gille libretto as early as 1854, but he was certainly the author of
Bizet’s opera Clarissa Harlowe, sketched (and abandoned) at the time of the FrancoPrussian War and the Commune. Gille’s services might have been enlisted to graft new
words on to old tunes, but it seems possible that Pastel is an excerpt from Clarissa
Harlowe.137 It is often the case that composers have a particular intention behind setting a
particular poem to music. In this instance, Bizet seemed content with not being married to
a single poem since “Pastel” was the second poetic setting to that melody. The text also
seems to point out and inquire about the mysterious and intriguing face of a young girl –
possibly the curious smile of Mona Lisa and how the portrait has stood the test of time.
The music, a subdued little portrait aria, suits the intimacy of the mélodie
extremely well. The accompaniment is careful and tasteful and seems a bit less pianistic
than Bizet’s other settings. The piano in “Pastel” suggests a possible orchestral score
reduction suited for the voice. This does not take away from the charm of a song-aria
which depends on its slowly unfolding melody and touches of surprisingly modern
harmony – the sevenths in the piano interlude – making its hauntingly poetic effect.138
Tarentelle (Edouard Pailleron, 1834-1899)
The dedication of this song “To Mademoiselle Christine Nilsson” explains a lot
about “Tarentelle.” Nilsson was a Swedish soprano who was also one of the most
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virtuosic singers of the age and had created the role of Ophelia in Thomas’s Hamlet
(1868), as well as taking part in early performances of Faust. Bizet had written the
extravagantly ornamented role of Catherine for Nilsson in La jolie fille de Perth, and he
had been criticized for entertaining her desire to show off. Nilsson obviously required
music in which she could display the celebrated flexibility of her voice and her range of
two and a half octaves. “Tarentelle,” written for one of her many concert tours, proves
that Bizet positively enjoyed writing for a singer with an impressive vocal technique: it is
far too good a song to be written off as a concession to vocal vanity.139
The song is harmonically daring with its adventurous use of sophisticated
harmonic devices and risqué dissonances. The poem is contained within a number of “Tra
la las” – a note- spinning device familiar from Guitare. The middle section of the song in
the major key (“Ma belle où voyez-vous la trace, la trace de l’amant ailé?”) and the
Andantino in the subdominant (‘Le flot est rapide et changeant’ – an appropriate piece of
water music with a tugging ebb and flow) strike a genuinely touching and poetic note.140
BEN MOORE (1960 -)
Ben Moore’s music is influenced by a number of classical and musical theater
composers. As a young boy, he particularly remembers listening to Tristan und Isolde, by
Richard Wagner, especially the pure passion heard in the love duet. In addition to
Wagner, early musical influences included Puccini, Verdi, and later, Mozart. The pure
melodic writing of musical theater composers heavily influenced him. He cites Richard
Rogers and George Gershwin, “…for their ability to write these very pure melodies that
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some of them I think are just perfect— just sounforgettable and so beautiful and at the
same time very simple…and yet they have a real lasting value. Sometimes some great
classical composers, you recognize their greatness, but they may not have the ability to
write…that memorable [of a] melody.”141 As an art song composer, Moore views
Reynaldo Hahn as someone to emulate because of his beautiful melodies and his ability
to successfully blend the classical with more modern elements.142
The Cloak, the Boat, and the Shoes (William Butler Yeats, 1865-1939)
“The Cloak, the Boat, and the Shoes” is set to an early poem of Yeats’s which,
employing three beautiful images, argues embracing the in one’s life. Yeats was a
member of the Golden Dawn and actively studied the occult. With this in mind, one of
the most obvious elements about this poem is its structure. It is broken into three parts and
three is a number that is endowed with mystical qualities, such as the association with the
Trinity, mind-body-spirit, birth-life- death, and many others. Therefore, solely because of
the structure, it can be viewed as a mystical poem. Viewing this from a metaphysical
perspective, the cloak could represent the ceremonial attire worn by magicians. The boat
is used to travel across a body of water, and water is a common metaphor for the
subconscious mind. Finally, there are the shoes, which are needed to walk along a path,
likely a referencing a difficult spiritual path.143 The entire poem is a contrast between
light and dark, almost like he is trying to balance shadow with illumination. All the words
used to describe Sorrow are images of light, brightness, and beauty. This is a stark
contrast to the dark and heavy imagery generally associated with Sorrow.
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Ben Moore fittingly sets this poem with extreme sensitivity in both the piano and
voice parts. The colors used in the harmonies represent curiosity, mystery, and brilliant
use of the artistic methodology chiaroscuro.
The Lake Isle of Innisfree (Yeats)
“The Lake Isle of Innisfree” is a real place near the coast of Ireland. It is not
inhabited andis on Lough Gill, a lake in County Sligo. The lake itself is approximately
five and a half miles in length and one and a half miles wide. The “Lake Isle” is not
nearly as metaphysical or supernatural as some of Yeats's most famous works, but in it
we can still see a voice that is distinctly Yeats.144
Yeats makes a decision at the beginning of this poem. He says, 'I will arise and go
now.' He has decided to make the break from modern society and all of the hectic
madness it can bring and go to a place he loves, Innisfree. Yeats then describes Innisfree.
He decides to build a cabin of clay and wattles to live in. Wattles are strong sticks that
interweave to form a structure. He imagines his garden with exactly nine rows for
growing beans, and he wants to have a beehive for honey. He then will live by himself in
the “bee-loud glade.” Here Yeats wonderfully expresses that all he will hear is the loud
drone of bees, not the drone of civilization.145
The next line is really the root of what Yeats longs for in Innisfree: peace. In
saying “peace comes dropping slow,” Yeats makes it known that from the time the
morning dawns untilevening when the “cricket sings,” there is a gradual pacing of the
day until evening falls. There is no stress or noise. Midnight is “all a glimmer” with stars,
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and he calls noon a “purple glow.” There are small birds, or linnets. Once again, Yeats
affirms that now is the time to “arise and go” because he always hears “lake water lapping
with low sounds by the shore.” Yeats lived in London when he wrote this poem, and so
he did not literally hear the lake. He heard it in his memory. He continues to say that
when he is on the “pavement,” on the “roadway” – in the city – he hears that lake in the
deepest part or “core” of his heart.146
Ben Moore recreates Yeats’s poem by painting rich melodic and harmonic colors
to each line of verse. The vocal lines fit the natural rhythm of the spoken text while the
piano forms the flowing waters of the lake. The essence of the setting is that of yearning
for peace on manylevels: in the world, through death, or within the “heart’s core.”
This Heart that Flutters (James Joyce, 1882-1941)
“This heart that flutters” is a beautiful setting of a poem by James Joyce that
expresses the emotions that a young lover may feel at the beginning of a new
relationship. The lover askswhy she should not offer everything to her beloved just as a
wren stores all its treasures in its tiny nest, even though this love may only last for one
day. The recurring motif in the piano is meant to express subtle anxiety and heartache set
against the simple, tender melody for the voice.147
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